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Preface 


In pursuance of the recommendations of the Seminar in 
the Science of Music (Delhi, 1970), the Akademi planned out 
further Symposia, Seminars, Workshops and in-depth investigations 
of various subjects. Researches were undertaken both at the Akademi 
and certain Universities with grants-in-aid from the Akademi. The 
results o? these discussions and experiments have een published 
ag under: 


l. Report of the Seminar on the Science 07 Music, 
1970, Sangeet Natak, Vols. 16 and 17 


Bo Report of Symposium on Musical Scales, 1973. 

3, Study of Musical Scales (Sruti), Research Report I* 
4. Psychological Response to Ragas, Research Report IT 
5. Response of Youth to Ragas, Sangeet Natak, Vol. .41. 


6. Psychological Response to Ragas, Monograph (in preparation). 


The present volume is the collection of papers read at 


the Seminar on the Psychology of Music which was arranged at Poona 


with the cooperation and collaboration of the Department of 


dv 


The first is the question of the methodology in the 
resea rch of the psychology of music, particularly in relation 
to Indian music. Dr. Ashok Kelkar while examining the scope ror 
psychological probes sugges.- “that investigations could be 
carried out in four areas: (a) the artiste and his activities, 
(b) the listener and his contribution, (c) the formation and 
reformation of musical sensibility, end (d) the analysis of 
musical work in all its aspects. Dz. Ashok Ranade makes out 
the point that a raga is realised in a performance, but not in 
& recital. This, of course, valid objections - Ed.). and the 
methods or affective analysis are essentially ethnocentric. 

The use of Western psychological techniques has therefore to be 
carefully examined for use Indian conditions. Dr.(Mrs) Shyamala 
Vanarase discusses the nature of aesthetic behaviour and its 
forms. She also presents some thoughts on the text, the 
stimulus, the organism and the responses in musical behaviour. 
In her paper on perception, Dr. Vanarase analyses: the perceptual 
process of sound and musical figures. 


\ 
While the above papers discuss the problems of 


research design and its dimension, we have another group which 
deals with actual audience response to Indien music. Dr. Saxena 


presents a paper on some characteristics of Hindustani rhythm 
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and raises the question of 'How, in relation to the sama, does 
i 
our rhythm seem organised?'. Prof. Mangrulkar refers to the 
musician-listener relationship and the common oxpetience of the 
three factors in music namely, svata, laya and form. While 
. these are mote or less theoretical, Dr. Deva end Sri K.G. 
Virmani present the result of their experiments carried out 
at the Sangeet Natak Akademi on the relation of rasa to raga. 
(A detailed report of this has been brought by the Akademi as 
Research Report II). Closely related to all these processes is 
the very ptoround concept of rasa as propounded by Indian 
theoreticians. Prof. Jog, gives a very detailed account of 
some concepts of rasa theory in particular relation to music. 
A devious line of approach relating to the above subject is 
the paper by Shri Prabhakar Padhye. He raises the question of 
the aesthetics of art in general and says that a work of art 
is not one of emotion, but of a rise in the level of pure ene gy 


that lies at the root of consciousness, and what one experiences 


is patterned energy. 


The rasa experience is really and truly a mystic 
state and Indian aestheticians as well as artistes had, at 
their best, understood this. Unfortunately this way of 


experiencing has been behind the clouds fo: many centuries and 
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it is time that we again delve into this occan. Two papers 
related to this stage of art experience are included here. 
The first one is by Thakur Jaidev Singh who gives an account 
of the concept or sound in Indian musical tradition. The 
second one is a detailed paper on the Kundalini and its 
relation to sound in yoga. Though the knowledge of Kundalini 
is not given to all, there is no gainsaying the fact that it 
is a palpable process and sound experience is one of the 
important stages in the flow of the Kundalini. The paper 

by Smt. Musalgaonkar is a collection of some available data 
on the subject. But the addendum (in Marathi) on this very 
subject is by no less a knowledgeable yogi than the late 
Vaman Rao Gulavani. (This was not read at the Seminar, but 
has been included as it may of guidance to those who wish 


to really know). 


At the other end of the spectrum, as it were, we 

have studies in depth psychology. The first in this section 

is a paper by Dr. Manas Raychaudhury who presents a summary 

of tho results of experiments in the personality structures 

of musicians. It would be worthwhile to enquire whether this 
personality is really musicol ability and whether such ability 
ig interited. This is the problem oxamined by Prot. S.B.Gogato. 
From this we pass on to the more deeper layers of the mind and 


the closely related question of psychology of abnormality. 
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Dr. Bhattacharya draws attention to the processes of 
sublimation and refers to the work of Freud, Alexander, Adler 
and others and the views of these great scientists could well 
form a good bases for tho study of the relation between music 
and the neurotic. Miss Usha Ram attempts to briefly review some 
of the researches carried out in the relation of music to oen 
retardation and Dr. C.G. Deshpande presents a paper on music 


therapy in general. 


The dimension of the subjects presented and discussed 
at the Seminar are indeed very wide. The ramifications are 
complicated and certainly merit intensive and extensive 
research in relation to Indian music. Besides the various 
aspects of what is usually called pure research, the results 
will have wide implication in personality tests and vocational 
guidance of musicians, evolving musical talent tests and 
developing psytherapeutical uses of music. It is hoped that 
the material presented here will unduce more scientific 


investigations of our music. 


March, 1977 B.C. Deva 
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UNDERSTANDING 1 FE. | Ce "As cr 
AND TH! SCOPE FOR PSYCHOLOGICAL PROBES - ers 
ASHOK R KAKAR DM . 


Thinsing about music in Inia inevitably tends to 
Centre on the sastra of it By the sastra of sangita 
referring to gayana singing and vadana playing instruments rate: k i 

here understood as/thun th. third component nartana dancing), र 
we mean here the clear enunciation and formulization of the 
traditional norms of musical technique. We might almost 
have spoken of the grammar of the specific tradition in 
music - in the present Case, the Indian elassicsl tradition 
with its two ::0 3875: subtraditionss Hindustani snd Karnatak. 
We might,-but perhaps we shouldn!t - because the analogy 
with lunguage implied in the word grammar can be ‘as mis- 
leading as 1t can be helpful. Let us take note of the 
helpful as well is the misleading aspects before we proceed. 

Ine musical culture of a society is purt of its 


aesthetic culutre and thus ultimately oftits culture. Culture 


is simply the totality of customs and all those less well- 
defined norms witi. reference to which members cf that 

society (be it savage, barbaric, or civilized) live TN 
day todid4y , adjust to the environment, maintain their 
$:alogue with reality, and puss on the insights from । 
gencrution to the next (thus ensuring the continue ice 
that society). When the body of musical 
in a given society) happens to be 


oto 
segment - the boundaries of course are not expected to be 


sharp.  seginning with the two essential roles - the listener 
of music und the maker of music - we have to recognize at 
least two such segments - the norms of musical taste and the 
EOS mating music that wilysatisfy the musical tasto. To 
these essentials we need to addi two more. The first of these 
is musical ideology - the no zits governing tne cognitive 
activity of musical judgexent az exercised by the artist 

and the music lover. Finally, we have to look for an answer 
to a very simple question - who makes what «ind of music 

for whom Sanat occasions. In other words, we identify 

the norms that govern the incidence of musical activity and 
its fit (or the lack of it) with the rest of culture. To 
illustrate, the norms of musical activity of India elite 
society clearly separate the roles - the artist and the 

li sterner and further separate accomplished, trained, and 
untrained artists and listeners. The very paradig: of musical 
which a small number of accomplished artists sing and/or play 
(singing has priority) for a fairly large number of trained 
Sn - especially for the accomplished: among them. One 
of the GR (rarely two or three ) is usually singled out 
as the lead for the ‘time being, the others either accompanying 
or waiting for metr turn to act as the lead. The separation 
between the composing artist and the performing artist is 


there but not so clear us in the Western classical musical 


०5 
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tradition. In Hindustani music, for example, the 


performing artist may perform a pre-composed piece (the 
bundish or a gat, for exataple) or Compose as he performs. In 
either case he elaborutes and interprets rather than merely 
present und execute. The fit with the rest of culture is 

an uneasy one - for example, Hindus exalt music but until 
recently looked down upon musicians unless the Latter had a 
feudal or saintly status. Islam has little or no uSe fOr 


music.* To recapitulate, musical culture consists of norms 


Of *---5222- 
(1) musical taste 
(2) music-making 
(3) musical ideology 
(4) musical activity. 


Not all musical cultures in different societiss are ecually 
formalized. Even within the same musical कप जा not pale sts 
segments are equally formalized. For example, the verbal 
activity of passing critical E tS about E 
Compositions and performances und discussing the grounds 
for such judgements - that is, musical criticism as opposed to 
musical theory - is much more prominent and formulized in the 
West than in India which cannot boast of a tradition of. 
institutionalized musical criticism. aguin, we find the 
sane sort of variability if we compare musicai culture with 
other seguznts of aesthetic culture. Thus, music-masing न 


tends to be far more formalized than film-maxing, picture- 


— 


D — eee 


* Sufi tradition is an exception. BCID: 


—— —— 
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sae. | 
making ,or even poem-mucing. It is this insistent formalization 


of musical techni cue to which we here give the name the sastra 
of sangita = as distinct from musical criticism and musical 
aesthetics. (Imsortant though sastra is, it cannot tie the 
place of athe latter two.) The neurest analogue that one 
can think of is metrics or prosody — the body of norms that 
define what an acceptuble piece of verse is like.. Typicaliy, 
the norms do not »reseribe what word goes after whit, but 
rather prescribe general constraints in conformity to which 
the poet. makes acceptable verse 4nd achieves something like 
verse style. 

If grammar is conceived as a set ^f combinatory constraints 
that govern the construction of acceptable sequences (read: 


linguistic texts, verse pieces, musical texts) out of 2 
relatively mush more restricted stock of recurring constituents 
(read: linguistic forms, syllable types, merece beats or 

notes and phrases) then it is a helpful analogy. But then if 
‘this Uds us to expect a dictionary counterpart - the set of 
recurrin,; IUOS along with the paired interpretations, 


then, while this works with linguistic forms, it doesn't 


7९4537 help with metrical phrases and musical phrases. it 


- 18 just not possible to think of set pairings between musical 


phrases (say, drum phrases or sequences of notes) md 
interpretations (say, mood types such as elation or sadness 
or sound-pictures such as a storm or a gallop). Even when 


some such interpretation can be assigned to the whole musical 


s र 5 
" ee . 
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piece, it can hardly be figured out as the sum or product 


of the respective interpretations of the musical phrases. 
Before we take leave of the analogy between music 
and language, we have to note that an aesthetically valid 
musical piece ma include some ‘ungrummutical! or deviant 
sequences as well as the more common grammatical ones. Inde-d 
the sastra itself, up to a point leuves room for deviations. 
A deViation, in other words, is somotimes a conventional 
deviation. But there may be unconventional or innovative 


deviations too - when the artist gots away with them, he 


subsequent course of the sastra as well. 


II 


of (1) the problem of formulating the sastra and the related 
problem of reformulating it in the dight of changing praetice. 
The two auditional problems it has gone into are the following: 
(2) whether a 'modern' restatement of rasa in music is 
possible; (3) how one can rationalize the relationship 

between ‘classical’ music, 'folx' music ane 'popular' 


music. 


€——Ó———— c — — 


.6. 
things, in the first piace,between which any such relationship 


has to be discovered ? On the musical side, is it a note, a 
sequence of notes, a whole musical piece, or (as is commonly 
thought) a rasa ? And what about a tala ? Can we not 
assoCiate moods (say, a martial mood) or representations 
(say, heartbeat) with a tala ? Does the musical term 
(whichever/it is )express the mood or induc: it in the! 
listemer ? What is the relationship between the dominant 


rasa of a piece and the passing moots in the course of its 


p.rformunce ? Is it relavant to ask-- whose mood ? If the 
rasa theory is to be extended from poetry,to music -- is the 
ancisnts obviously intended to but probhbly never quite got 
aroun; to doing it ~ can we do so wholecloth or with drastic 
modifications ? What are the sangita analogues to the 
dramatis personae ? The nayaka and nayika, for exumuole, 

in relation to the srnzara rasa? The answer is obvious enough 
in representational, dunce (or, more precisely, in the 
abhinaya component of nartana, the sex of the dancer being 
lrrelavant), but not at all obvious with non-representutional 
dance (cr, more precisely, the nrtta component of nartana, 
which may combine with abhinaya in a given piece). Neither 
is it obvious with vadana (playing instrument) and non-verbal 
gayana (like tarana or the sargam), Even with verbal 

that obvious. The there is the traditional association 


between ragas that emphasize the upper half of the_octave 


x Cf. B.C. Deva, Raga and Rasa, in Psychoacoustics o? Music and 
Speech, 1967. ^ 
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with certain hours of the day.abd between ragas that emphasize 


the lower of the octave with certain hours of thy day. 
Finally, what is the role of the samajika (member of the 
audience) in the rasa process ? A related problem is the 
relation between ragas and sound-pictures (the raga Malhar 
and rain, for instance). 

Turning to problem (3) now, Indian thinking is not 
altogether oblivious to the social and cultural र: of 
the musical activity. The traditional classification of 
ragpas in to desi (folk, literally, regional) and margi. 
(great tradition, literally, from the highway) indicates 
awareness tuut not all ragas got described in the classical 
treatises. But this awareness was F#ightened, once the 
educated elite brought itself to take serious note, sub 
specie romantic and patriotic, of the 'folk! heritage in the ^ 
arts and also faced uneasily the yawning gap between 'mass' 
aesthetic culture emanating from the modern urban setting 
and its own aesthetic preferences -- indeed the gap in also 
to be seen between its own weekday aesthetics and Sunday 
aesthetics. How to find a place in the musical sun for lavani 
music, Balgandhaorva, und Lata Mangeshkar ? How to make sense 
of the span of classical music itse:f from the more 
accessible (suguma) to the less accessible. Consider the 


relative accessibility of pairs such as the following -- 


dhrupad/Khayul, Khuyal/thumari, difficult ragas/common ragas, < 


——————— —Ó—— — 


*-Or. B.C. Deve, Ragas and their Time, op. cit. 
: \ 


ONS 
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gat) ३. manipulating. stünz frets/plucking the strings jhala 


fashion, tabla as load/tabla as accompaniment, tonal 
percussions/atonal percussions, and so on. (The first mnoubor 


in sach pair it usually deemed to be relatively more of an 


acquire; taste. Enpirical testing is called for.) 


In grappling with all these sets of problems - sustra, 


Soe - 


rasa, and musical culturé -- the Indian thinker naturally 
ु sought the help of modern science -- not only physics but 


also psychology. The possibility of sowing that modern 
experimental evidence bears out what our ancient wisdom 
intuitively grasped was certainly un attructive one. 
Unfortunately it wasn't realized usa even now is realized 
imperfectly that a sound conceptual analysis has to precede, 
accompany, and follow a sound experimental study. (A sound 
body needs a sound mind 4) And a sound conceptual analysis 
will naturally flourish only if there is a body of sustuined 
musical criticism to analyse. If this lack of musical 
criticism is to be rade .cod und if the ground for a sophi- 
sticatcd psychologic.l study of music is to be prepared, we 
must -leave behind our naive folk-musicology -- our horizon 
has to be widened beyond the three problems we have attended 
to so far. Indéed we should stop bein; students of Indian 
music and become Indisn percents of music. Our musical 
appreciation must graduate into musical criticism; our 


musical chronicles must gruduute into critical history, 


०685 
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. .9. 
In thi3 wider canvas, four areas Cun be distinguished 


for convenience! sake (obviousl, they are closely releated 


to each other ) -- 


Cy) 


(2) 


(3) 


(4) 


Understanding the musical artist and his activity _ 
whether composing or performing, whether untrained, 
trained or accomplished, whether facing un audience or 
with ths faceless audience in a recording or broa..custing 
studio or making musice ^r his own benefit, whether 
acting in a formal setting (mehf#i,riyaz for example) 

or informally. 

Understanding the  istemer and his activity -- whether 
untrained, trained or uccomplished, whether fucing the 
artist or overhearing him or listening to recorded or 
broadcast music -- and kt- contribution. (The fisa 
problem is only one of the problems falling here. Ti:e 
listener's response may be concurrent with the performance 
or recollective; the concurrent response may be a passing 
phase or stable effect.) 

Understanding the formation and reformution of musical 
sensibility and a musical tradition which together 

make the artist’s and the listener's activity possible. 
(The classical-popular-folk problem is only one of the 
problems falling here.) 


Last and also first, understanding the musical work in Ac 


all tts aspects. (The sastra is concerned with only of _ - 


the dimensions of a musical work, Ihe relation of music | 


A 
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to its paramusicul accompaniments, such as the performar!s 

posture, gesture, and facial expression especially in adeari, 

ls a case in point. Another is the use of music in the theatre, 

dance, film, and song.) 
i an attack on all these fronts is called for if we are to 
| be saved from merely tinkering with problems mand selecting some 

problems just because they hagven to be the familiar ones, 

III 
Now in what way can the psychologist contribute to an 

understsnding of music under each of these four headinzs ? Not 
all these problems will equally lend themselves to experimental 
analysis - at least not in the initial stages of investiz tion. 
The psychologist will probably have to begin with limited, rather 
elementary probletis subject to direct confirmation and not take 
up the larger issues till such time when musical criticism and 
and aesthetics develop and succeed in posing the problems in 
rigorous and specific terms. Broadly speaking, probiems connecte, 
wi tll music ał technique and the sastra Categories of techni gue 
will be the most amenable to experimental sels s visti 
problems connected with the social psychology of musical ४७5६६ ; 
ideology, and activity will yield to questionnaire and intervie. 
methods. Problems connected with musical creativity and with 
the chunges in musical taste are iikely to prove the most 
recalcitrént. While work dope in the West on Western music 


will certainly be of help here, we must beware of forcing 


z 
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the phenomena into categories established in a different 


tradition. after these preliminary observutions, we can 
take up musical creativity, musical receptivity, musical 
sensibility and tradition, and musical structureand pattern 
in order and suggest p. for psychologists to take ups 

Musical creativity: We have slready alluded tc the 
Complex relutic:.ship between composing «nd serforming in 
Hindustani music. This can be compared with the corresponding 
relationship in Karnatak music, Western Classical music, and 
Jazz music. The resembleness und the profound differences - 
especially between Hindustani and Jazz music - will bear 
investizution. 

Musical receptivity : Apart from the rasa problem and 
the related time-tf-the-day problem, one can look & the 
judgements of aesthetic quality such as sublime, sombre, 
rug.ed, Vivacious, soothing, Dretty) beautiful, and the like, 
These can be correlated with observable cualities of the 
music and a factor analysis attempted on the lines of 
psychologist Charless E. Osgood and his associates. The 
aesthetic judgements, of course, will be couched in the 
Indian idiom(thunri thumakti hai; mulayam avazi). (Cf.Kelkar 
19694219-20, which proposes a general hypothesis that the 
hase rele dS aesthetic qualities are perceptions 
of unity/disunity, infinitude/finitude, pl:&itude/sparseness; 


und perf xction/imperf ection. ) * 


.*"8ee also Research Hevort IT of the — F: 
Delhi, gbstract included in this volume. 
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As this point, one may refer to two problems that relate 


equally well tc creativity and receptivity -- naioly, those 

of Cusacity und of stylistic preference, Let us take up 

Musical CSB icity first. Is ‘having an ear for music! quite 

different from hving an sar for Hindustuni/Karnatak music! ? 

|| Listeners from the border areas (like Karnatax) exposed to 

| both, those from focal areas (Varanasi, Tanjavur for example) 
exposed to one alone, and those from other aureas (like tthe 
Eastern border) exposed to neithe:“@:uld be differentially 
tested. What is the role of genetic and cultural inheritance 
and of physical and human environment ? Can musical capacity 
fluctuate depending on maturation and old age, physical and 

| mental health, motivation ? What is loss ana regain of ‘form! 

in an artist,? It is significant that while one speazxs of 

th musical families, one does not speak of voetic families. Is 

there a specific inherited capacity or incapacity (hostility 

and unresponsiveness) ? Or are there a group of related 

Capacities or incapacitics ? and how are these relate. to 

general capacities such us intelligence ? Is there a 'nesd! 

for music ? What about the sensitivity to man-made music 

and animal song on the part of animals, plunts, and inaninatos 

How does one correlate stylistic preferences on the 
part of artists and listeners with their न A ? 


Unfornunatel; , where is the critical analysis and compari sor 


of musical styles thst could serve as a point of departure 


ee it 5 
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for such an analysis? To be sure, each localized gharana, 
baz, or vani has been duly chronicled. But there is no 
aesthetic theory proposing a set o? musical parameters for 
characterizing these styles. Still less do we possess a 
critical account of personal styles that distinguish a Kumar 
Gandharva from a Bhimsen Joshi. Do women vocalists share 
something more than female voices? And is there any musical 
substance in the populat observation that there is something 
that is common and peculiar (ts Muslim vocalists or either sex? 

Musical sensibility and tradition: What is involved in 
'learning! to listen to and make music? How is musical 
education related to general education in the case of the 
artist and of the listener? What factors control musical 
loyalty? Social provenance? State o? mental and physical 
health? Cultural exposure? Prestige? .The social psychology 
of leadership, stereotyping, prejudice, and the like as these 
relate to music needs to be looked into. 

Musical structure and pattern: What are the localized 
properties (say, high pitch) and contextual properties (say, 
dip in the pitch) of the musical sequence that corralete with 


the perception of a sruti, a raga, the khali, the sam, and the 


like? Which of these are distinetive properties and which 
dependent on the distinctive properties and which do not dependent 
on the distinctive pho panties: Thus, practical experience 

in making music and listening to it tells us that practitioners 
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persistently associate certain differences in the ! same! note 


in the aroha ad avaroha scales of Various ragas, textbooks 


notwithstanding. again, textbooks notwithstanding, a raga 
is identified by the singer and tne listener not so much by 
| identifying the vadi und other recognized diacritics (1०४ 5.10 335) 
as by identifying the musical phrase or phrases (03४53) 
; Characteristic of a raga. HOW so ? Just what are the distinctive 
feature of khandas or khanas opening with an aghata or tala 
as against a Kala or àialai ? And those of khandas that open 
with the san in a tala cycle as against those that don't ? The 
whole notion of Jagah (felicitious locus) and that of 
ornamentation Cena: _) need to be looked into since they 


remain unformulized in the sastra. Indeed, in the long run, 


the psychologist will have to understand the role of conscious 


| artistry in musical form and the mutual influence of sastra 
and musical practice. The simpler scales, melodies, and 
rhythms of folk and popular music should certainly be studied 
as well - apart from their intrinsic interest they may provide 
Valuable clues to their more elaborated counterparts in 
Classical music. 

In the above discussion, we have mentioned observable 
properties of musical sequences. These ‘refer to the production 
(whether vocal or instrumental), the transmission, and the 


auditory judgement as made available through a verbal response. 


Thus, one can offer and test physiological and acoustic 


oolliSo 
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definitions of voice qualities such as għala, buland, lacíla 


(Cf. Kelkar 1974:274, 225 which anong other things proposes 
a nypothesis that voice quality proper can be identified with 
two parameters - acute/ grave (erery concentration in higher/ 
lover overtones# and lightly/highly damped. ) 6ne can also 
Compare the perception of 'syllables' in vocal music 
a:d wind instruments and 'strokes' in strings and percussions; 
and then zo onto assess their contribution to the total 
aesthetic effect. The aesthetic effect of a well-executed 
parhant of table or pakhavaj bols or dance steps is 
Comparable to that of playing tne drum itself and of 
the auditory effect of the Kathak dancer's footwork. This aS 
comparison should provide us with a <ood point of entry 
invo the CE and rich system of rhythim in InJian 
classical music. (Of. Kelkar 1974:225. One mày begin by 
testing tnis analysis of some tabl» | bols and the 
corresponding strokes: 

dhit with check, without 85. 

dhin with check, with as. 
; dha. without check, with as. 
A similar analysis can be made of the tarana - syllables. 


Finally, the following scheme should be helpful in comparing 


the resources at the disposal of wifferent systems of E 
x x 
musics: ho 
(1) tone and cuality 
o clio 


` 
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(१. 1) tone and a scale 

(1. 1. 1) successivity relations 
(1. 1. 2) simultaneity rélations 
Gi 


.2) quality 
(1.2.1) source cuality (vocal/instrumental) 


» (1.2.2) manipulatory quality Carticulstory/fingsring) 


(2) eatenation 
(2.1) volume control 
(2.2) rhythza 
(2.2.1) free 
(8.2.2) defined by bars (khandas 
(8.2.3) defined by bars and evceles (khandas 
and avattana-s) s 5 ; NI 


~ 


(2.3) segmentation 
(2.3.1) texture as defined by syllables/ 
strokes 
(2.3.2) structure 
(2.3.2.1) pauses and breaks 
(2.3. 2. 2.) structure of a pléce as governed 
by a genre 
(2.3.2.3) structure of a musical session 


Some of these are obviously exploited moro fully in Hindustani 


music (for example 1.1.1) while others hardly at all (for 
example 2.1). l 


i It is high' time that the study of Inalan music is 
réscued from anecdotage and antiquarianism, amateurship und 
impressionism, so that it can match up to its worthy subject. 
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A METHODOLOGICAL IN GUIRY. 
ASHOK RANADE 


Experimental Psychology and exei other disciplines are 
odyy paying sreaiter attention EONTERIES in general. Various 
” art-forms and modes of artistic expression ire being exumined 
and analyzed objectively. This has considerably redcuc-d 
unnecessarily and disproportionately mystified arcas of 
thousht. THR a small measure Musicologists in India ure 
pursuing the same methods with referenc: to problems like 
meaning of Music, (Deva end Nair, Sangeet Natak, 103 Sd 
Form in Music!) Rightly, thes attempts hive not been 
claimed to be exhaustive, and no conclusions axe put forward 
as final. I however fsei'th.t the crucial cuestion of 
methodology is to be discussed afresh before such attemots 
are made on a larger scaler There are some important 
considerations which necessitate the present aavocacy for 
a methodological review. | E 

Fir.stly, experimental psychology, when confronted with 
Valuational aspects, starts with a handicap if its Valuational 
assumptions are not relevant enough. Affective analysis of 
any Ese ge activity sturts by assuming that certain 
 encuiry objects are artistic. This basic assumption naturally 
| sets the tone of the whole process. It is inthis regara अ 
that North Indian (hence. forth réferred to as Hindustuni) 
aum 
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Taga*s are to be comprehended with the utmost possible 


conceptual precision before they are subjected to any 
investi,ation. A proper conceptual decision prior to the 


use of methods of experimental 5sycholo,;y is a precondition 


r 
that must. be fulfilled. 
"Secondly, in itself 'Music' i. too broad a category to 


Pi 


Justify undifferentiated application of similar methods 


irrespective of the nature of music involved, No doubt music 
is Universal in certain as,ects. But it is so only at a 
highly abstract level. The level is too abstract to 
warrent application of the sume objective methods of 
experimental psychology in, every case. Unless cualified by 
ethnomusicolozical particularity, Universality of the method 
13 too broad and hence deceptive. Hence, the methods used 
by Western Musicolosists will have only a limited universal 
Validity. This is so because experimentai psychology as 
applied to arts involves, as said earlier, an initia: conceptual 
decision regardin, the Valuational asoect of the Bie onenon, 
In the light of these general r E Iet us examine 
the problem referred to in the title of the paper. 
Affective analysis is analysis of the behaviourial 
pattern of an orzanism that eme 8 after CS 
impact from an external stimuli. * The analysis can of ठ 
be of the physiological as well as the psychological aspect 
Obviously, the external stimulus is viewed here as a Conktant 


and is assumed to remain unaffected by the receftor organism - 
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SF 
or more precisely by t.e process of originating the sttmuli. 


attective analysis of both physicological and the psychological 
types is thus an analysis of one end of a bipolar process. 
AS opposed to this, we have what is called an effective 
analysis. It includes analysis of both the originator and 
receptor of the stimuli. 

Now the question is whether it is valid to consider 
Hindustani raga a result of an unidirectional process ? 
Does not the audience response account for a significant 
qualitative difference in the emergence of a umo f Western 
music does acknowledge the effective existence and aesthetic 
role of a music score. The fact that a score exists results 
in a possibility of having total music SVMS even before 
a performance. Hence there is more of execution than 
interpretation and more of presentation than elaboration in 
it as compared to a Hindustani raga. This means that methods 
used for music that is mainly written and music that 
essentially belnngs to oral tradition cannot be the same. 
Improvisation is one consecuence of the audience response. 
It results in a Performance, that is dynamic and unprediotable. 
The dynamism is a condition that accompanies the realization 


of Hindustani raga in all its stages or phases. A play-back 


of a recording is really a use or origination of a stimuli 
which is only half-way to performance. It is a recital and 
to that extent is too limited or narrow a version of a 
Hindustani ragą. Experimental psychology uses here a 


7565856 
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Seed-form instead of a form, Ihe precondition. regarding a 


i conceptual decision of evaluative nature that lies at the 

| basis of our enguiry is not met with. Music belonging to 
CE Ei ire store reflects the entire of a very large 
portion of music may follow the method of !play-back!. 
without harm because there the qualit.tive gap between 
play-back and performance is practically negligible. On the 

1 : other hand, music having an oral tradition loses cualitatively 


dn a play-back as it becomes a recital and not a performance. 


because in the latter, valuational fe.tures of improvisation 
४४७९ 


ENS २. 


E Raga in a recita) is different from raga in a perform:nce 
NE 


. audience - response a.e present Affective analysis of 


raga thus suffers from a defective inrestigatidnal 
p ( tani li rage makes it necessary to reconsider the Western 


Comparatively minor point is regarding the basic 


\ 


o be used in effective analysis of Hindustani 


in-a 


It is definite, 


comprehen sibility of the word-content, 


fg. l A 
Col) 

tec fp 290^ 
ofc 


in its elaboration. A cheej has structural seeds, the 

skeleton of the possible total form, but nothin; more, It 

is better than a mere presentation of CO but still 
1t can hardly be accepted as 3 full pircture of the maga as 
such, This will be less so in xzagas which are aprachalita 

or anaVvat (i.e. rare), which for all practical purpose do 

not have much scope for imaginative elaboration. In case 

of these r agas even one c beej may reflect the total picture 
Of a raga to a Very grest extent. These agas are structurally 
so rigid that the channels of elaboration are fixed and 


uzas. 


limited. These are most 'predictable' 


This leads us to an important consideration of 


Validity of treating all tagas as subjects of an effe 
analysi s. It can presumably be accepted that Es 
musical notes ny themselves do not affect. It is beca 3 ७ A प 
they gain contextuality that they appzar to cause changes 

of both p hysiological and psychological nature. (Rasa-theory 
can enter into picture only through the accompanim.nt of 
word-content.) But the problem is: Can we maintain with 
equal force that Darbari and Nat-Silawal affect us ? The 
threefold musicological classification of Bhatkhande (based 
On pages taking shuddha Re, Dha; komal ga, ni; and k.omal re, 
dha; respectively) is structural. as far as the affective 
aspect is concerned Yaman and Gaudsarang, or Yaman and 
Chayanat Gom hardly be treated as similar. Same point 
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ls a saga-classification put forward with an affective «^ bias, 


lt seems. that in this context the Laeua-Cc-ionted classification 


may be used with.a qualification. What are known as jod-ragas 


Should be left aside. Varistiss of Kanada, Malhar, Sarang, 


Shri, Bilawal.may thus be omitted and primarily .ood-orientod 


“gas like Jogiya, Durbari, chuiravi be taken up for 
नणय कीन I am aware that this sounds speculative but 
at the present moment it is better to be speculative than 
being categorical in an easy munner. Jodragas are 
intellectually conceived.. They are more concerned with 
structural Manipulations than building up of a mood. That 
this is so is reflected .n the ordinary responses reflected 
in tne critical or 8.0 9301 ०५1 ए७ terminology used by musicians 
andigusic «critics. | 
. We can also take a cue from the folk-melodies like 

Pilu, Pahadi, Mand, Gara-melodies that are called hun - ragas. 
These ragas have definite identifying phrases but otherwise 
they have a losses structure. It is curious th at only certain 
@aga-like structures are discernible in folk-music. Pending 
greater field-work and more rigourous analysis AX cy CD 
kept in mind that as mood-music relationship is likely to be 
be an ethnomusicological and ethnopsychologicul phenomenon, 
DAE will be a good starting point for affective 
analysis than the deliberately structured Jod-ragas, or others 
that -are not primarily mood-oriented. | 

Adjective-scale methods or adjective-circle methods 
vis-a-vi 3. Hindustani. "agas pose one more pro blem, The 
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methods are developed in a system that has recogni zed 


and given a considerable weightage to'programme * usict Music 

with clear-cut descriptive purpose therefore must play agreat 

role in channellizing responses. This will be consequently. 

reflected in the methodolozy of affective analysis. Hindustani 
¥agas follow a different method of construction, presentation 
and realization of the ultimate expression. Except for 

the seasonal „agas libe Malhar, Basant there is no possibility 

of having a descriptive content associated with the core of 

a Tuga., AS gx earlier, it is the descriptive aspect that 

distinguishes programme music from music that is configurational. 

ft seems therefore imperative to evolve new methods of 

analysis or modify the existing ones if they are to be used with 
benefit in the context of hindustani "diga. 

In another context I have concluded that #usic has only 
two moods- - a mood of elation and dejection; (Neitzsche's 
Appllonian and Dionysian bi-polarity will come to mind easily.) 

Responses to music can be grouped under these two 
Categories and thus far a universal or a generalized statement 
is possible. Further variations in individual responses are 
of course possible but they will have to depend on the 
individual associations. Adjective-scale of adjective-circle 
methods will have toconsider this possibility too. A 
theoretical position or a conclusive statement that avers a 
universal, intrinsic relationship of correspondence between 
fmasic and mood is possible only up to certain point. Beyond 
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that the individual associations sub-group themselves in 


Various ways and defy a general statement. The question 
involved is not that a having a 70:73 detailed or exhaustive 
list of response-indicating adjectives. The guestion is of 
recognizing the existence of limited validity of the 
Universal element in susic and correspondingly to evolve 


more comprehensive and inevitably intricate methodological 


complex. 


Does the melodic realization of Hindustani aga warrant 
a difference in the method to be affectively analyzed ? 


Perhaps so.  Becuase harmonization or melodic progression are 


‘the causes of differing musical features. Harmonization means: 


Simultaneous use of various instruments  : therefore greacer 
variety of operative tonal and instrumontal symbolism: therefcre 
greater possibility of associational aroused of allusive emotions 
This harmonized music may be the cause of a more fruitful use 

of adjective-scale and other ° ‘nalogous methods. On the other 
hand, melodic progression seems to be more intense but less 


Varied as far as its allusive potentií-i'*; is concerned. This 


' too may be the reason why a different approach will be necessary 


for the proposed affective analysis of Hindustani 
The position taken above maybe summerized as follows :- 
(1) any investigatory activity in experimental Psychology 


starts with a conceptual decision taken about valuational 


aspect. 


(2) affective analysis concentrates only on one pole of 
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a two way process of music realization. Therefore it presumably 


starts with an investigatory handicap. Effective .nalysis is 
a way outs 

(3) Hindustani žaga is realized in a performance and 
not in a recital. It is a dynamic, improvised, unpredictable 
entity and as such cannot be subjected to methods applied to 
music having different characteristics. 

(4) Methods of affective analysis used with reference to 
Western music seem to have doubtful utility in case of 
Hindustani raga because (unlike Western music) it does not 
possess the characteristics of having descriptive content, 
instrumental symbolism, ard written versions. 

(5) Essentially, mood-music problem is the core of 
affective analysis,,tsod-Music relationship being ethnocentric 
rather than Universal and bi-levelled rather than mono-levelled. 
The adjective-scale and analogous methods have to be suitably 
modified. Alternatively new methods have to be evolved after 
ta’ ing into consideration the nature of m.sic invohved in 


the inquiry undertakenz 
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CONCEPTUAL PaaMswOst FOR ANALYSIS OF ASSTHSTIO BEHAVIOUR. E 
SHYAMALA VANARASE 

In considering the problems in various ar:as of psychology of 
music, it 1s evident that the perspective we choose is linked 
with our position with resp:ct to wider issues of artistic and 
aesthetic behaviour. The framework suzzested here is an attempt 
to take an integrated View on aesthetic experience snd behaviour. 
This can be applied to the focal problems of psychology of music. 

history of experimental aesthetics extends over a century. 
There is, however, a lack of a stable theoretical framework in 
which the behavioural issues can be adecuately stated and 
investigated. G.T.Fechner, the founder of the discipline, 
introduced the idea of emiricul investigation. He contributed 
significantly to the methodology of such investigations. His 
line of thinking led to the studies of references, ranxings 
and of relutions between taste und personality. Psychoanalysis 
and Gestalt Psychology contributed to the studies in dynamics 
of artistic behaviour, structural aspects of artistic stimuli 
and characterisation of ,beauty, These schools had theretical 
systems which had to be accepted snd artistic behaviour vas 
regarded as an instance for establishing them. art critics and 
aestheticians, having a different Bee ters their respective 
analyses, offer explanations which draw on experience on a 
personal level, but they do not aix at offering a guideline 


_ a 


for research, Empirical investigations, when they have come ee 


E 


from the camp of psychologists have been very specific and limite 


^". t 


i CC-0. Gurukul Kangri University E ri d var Collection. Digitized by S3 Foundation USA 


oR 
They seemed to leave an appreciable gap between the issue and 
the data. The nature of the cuestions asked and the methods 
used was such that the discussion had to be limited to 
comparitive judgements as the focal aspect of aesthetic 
behaviour. -In the field of experimental psychology, EEN 
advances in other more clearly defined areas were opening newer, 
more fruitful lines of research. Clear definitions, experimental 
control, universai verification, and tne objective outlook of 
the behaviouristic school seidom, if ever, left Hou for this 
area. The Thigh subjectivity' areas enjoyed very low popularity, 
as it was difficult to establish universal results. 

Such experimentation as was coming, was not respected in 
the field of art, the critics and aestheticians dismissed it : 
as superficial and shallow. Psychoanalytic view, on the other 
hand, found many sympathetic listeners amongst them. This 
theory almost restated the task of the critic in terms of search 
for symbolic manifest material as a window onto the latent 
unconscious material. 

This rift between the two fielis, viz, art and psychology, 
¢an be easily seen through the cuestion asked by them and the 
methods accepted by them. Wien a psychologist looks at these 
‘high subjectivity! phenomena he shows interest in cuantified 
information in terms of S, 0, R (Subject, Object, Response) check 
Variables. Such aspects of stimuli and responses as are 


easily measured are picked up more readily. Systematic variation 


in elementary properties of the stimulus material, corresponding 
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Changes in the measurable aspects of indicator responses, 


are, for the paychologist, initial items of scientific 
inguiry. 

The art critic and the aesthetician on the other hand, 
take up 008 inner aspects of experience, total impact of the 
whole work and highly individualistic details of style and 
appreciative response. 

This almost looks like a tug-of-war. Today, however, 
the situation is not all that tense. Both the fields are 
seeking points of concurrence. In the camp of psychologists 
there is an increasing awareness of the need to investigate 


the individualities of men, to develop complex techniques of 


experimentation & statistical analysis, and to taze up ‘human 


issues’ as worthwhile business of objec-iYe psychology. 
Reciprocally, ‘the experimental method has found its supporters 
in the camp of art critics endi aestheticians. The time is, 
therefore, ripe for the development of a perspective, which 
will be meaningful to both the di SoA 
For undertaking consistent behavioural analysis, one 
has to consider some issues and, if possible, take 2 position 
regarding them; without such 3 consideration, clear 
investization and interpretation is not possible. The major 
issues in this field are: 1. The o TS of aesthetic behaviour, 
2. The form of ode behaviour, 
.3. The nature of aesthetic response, 


4. The nature of aesthetic stimulus, 
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9. The artist a5 a person. 


l. Aesthetic behaviour can be trzated either as an 
extension of everyday behaviour or as à special category of 
behaviour, The level of complexity of aesthetic behaviour 
and the wide range over which it is found to Vary, make us 
wary of extending the principles offered by laboratory work 
straight into this realm. Absence of a utilitarian EON and / 
of survival. orientation have generated a resistance to the 
former anu a general acceptance of tho lattor: This is 
further reinforced by accounts of artists und the reports of 
artistic experince from lovers of art. Faced with this, the 
scientific tools of analysis seem to become inapplicable. The 
mystic element in man or the divine spark in the artist are 
not useful descriptive terms. They have low verifiability 
and low hypothesis generating capacity. One often com»s across 
some investigations which collect data in the usual form, but 
go on to interprete it in such terms, This is decidedly a 
pitfall in E E c M because it is a mixture of 
incongruous Sew the .techni que and the concepts do not 
belong to the same sphere of thought. This also hàs an additional 
.danger of generating wrong beliefs about.what is ! scientifically! 
proven. When we accept the other alternative, viz. that. 
aesthetic bahavicur is en extension of everyday behaviour, 
the charge of 'reductionism! is ready for us, demanding : 
adequate accommodation for all the complexities and niceties : F 


of art. It no doubt looks as if experimental psychology is 
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likely to fall miserably short of satisfying this demund. shut 
if we adopt this line in our thinking, we have a fund of past 
experimental work and theoretical models after which new 
investigations could be planned. with the present development 
of refined technicues of experimentation and data processing, 
it is possible to use the experimental method at complex levels, 
In the classical experiment, a rigorous, controlled and an 
artificial atmosphere prevails. This shortcoming ( X in tnis 
particular case,) can be avoided without losing the aavantage 
of objectivity.: On these counts it seems that treating 
aesthetic behaviour as an extension of eVeryday behaviour is a 
better alternative of the t wo. | 

This, however, does not maan that nothing Deeds to be oe 
anew. Simple extensions -re bound to f ail. In bringing about 
a meaningful psychology of aesthetic behaviour, it is necessary 
to grasp the peculiarities of this sort of behaviour. There 
are some points which it shares with other forms of त out 
These refer to the artistic activity. Aesthetic esos 


to non-art objects have to be differentiated from it. In 


artistic activity, influence of sociocultural background, 


training, interest, and such other factors can be shown to 
Operate in a particular way. The common ground offers a good 
starting point, In aesthetic response, individuals receive 

or even seek non-useful,:formil:aspécts of stimuli, and search 
or arrive at वग वनाज of consistency, gov^rned by the 


न 
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structure itself whith there may be an attempt to grasp 


the symbolic meaning, there may or may not be verbulised 
expression, and feeiing aspect of the exosrience would 
predominate in the expressive part, whether verbal or 
non-verbal. From the field of artistic endeavour, we have 
a clear attempt at composition, form and structure. It 
is also interesting to note that the artistic activity 
is, at times, far from the calculated, deliberate character 
of intellectual design. Ease and naturalness are valued. 
et, in their respective fields, artists may have a tradition 
from which they draw their technicue; Ee mes seem tò 
hamper {them and they may take a sharp departure from it. 
In any Case, in art behaviour, the stimuli are experiencad 
and responded to with a different set of SCE Eder c. ' These 
assumptions decide the ES RT of SEL as well 
as of responses. Pe | | 

With these characteristics in view, we can go on to 
inquire about a workable 0०2 2 o This we find in the 
recent .studies of exploratroy behaviour. It is observed in 
men and animals, in Laboratories and outside. Curiosity 
and play are typical examples of the directions taken by this 
form of behaviour. This behaviour, . . ' seoks exposure to any 
event, regardless of content, that will offer a rewarding 
or गाळला भागी & level of stimulation,variability, information 
inflow.! (Experimental | Aesthetics, D, E. Berlyne, in Now | 
Horizons in Psychology 2, 79120.) These behaviours, which are | 
non-instrumental, offer possibilities of breaking monotony, 
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of getting relaxation, of a3iiton of fsesing to instrumental 
acts, and for imaginattve recontruction of materials. This 
last agpect is characterised by freedom from necessity of 
being, in tune with the real world. As a result, we have 
a wide range of such behaviours in the forms of random activity, 
decoration, ornamentation, games, apylie@ arts, seurch KOR 
styles, and media. At the human level, these are firmly roote3 
in the sociocultural contexts in which they a»poar. 

In the light of this, we can consiier other issues 
mentioned earlier. 

1. The form of aesthetic behaviour.: In the history of 
this subject, several alternative answers are provided. In 
G.T.Fechner's work, comparitive judgement of pleasingness, 
rank ordering according to preference and a common tsnominator 
of aesthetic stimuli were investigated. this view has dominated 
the scence eVer since. It is characterised by . an emohasis 
on intellectual functions. In the Gestalt school, we have an 
attempt at extending principles of p.rception to aesthetic 
phenomena, Here, perception of configuration as expounded by 
this school includes such facets as regularity, symmetry, 
simplicity, etc. In. such a concept, we Can see that urt cannot 
be adequately covered. The notions of brain processes huve 
not been substantiated by later research, In psychoanalysis, 
we have 2 DOT whereby art is regarded as an extension 


of defense mechanisms, disguised wishfulfilments, ma fantasy. 
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Ihe dynamics of art is not in any way different from that n 


of anxiety of of other forms of neurotic behaviour. This 

view has nothing to say about the tangible manifest 

characteristics of the aesthetic stimulus. Aesthetic attitude 

and aesthetic emotion have a ling historyin aesthetics. It 

is only recently thut we find an emshasis on exploratory 2 
behaviour and on collative stimulus properties. 

All answers mentioned above seem like parts of jigsaw 
puzzle. If we consider the development of aesthetic behaviour 
in all of its aspects, we find that it has several components 
common with everyday behaviour, with additional properties 
of its own. Orientation of response towards feeling and 
operation of perceptual processes within a system of special 


aesthetic e expectuncies are two important characteristics 


of aesthetic behaviour, regardless of particular processes 
going on at any given moment. It is obvious that art forms 


and media of artistic express would determine the actual 


complex form of behaviour. 


because producing a work of art in xa 


x 


OE ET = 


p =a 


se aN! "ua |a 7 


a कल्ला 


($3. 
it is Complexly determined, but it is different in many 


respects. It is not restricted to realistic stimulus factors 
inevitably. The context may refer to a world of fantasy 

und «veral aspects of the cultural past, ani converntions 
governing thut Sarticular art. There is considerable flexibility 
in the manner of composition of the response. In a more 


detailed discussion we will have to go into the intzrn.l 


differences between the responses in cerfor.ing arts and 
other arts, between literature and other arts, und between 
professional ani non-perfessionul endeavours. 

In ap,reciative respons-s, aesthetic adaptation and its 
level bevgome imsortant. There is a clear orientation towards 
feeling, and action is either inhibited or is geared to 
expression in conventional forms. The. demands made upon 
previous learning depend upon the state of deveflopment of 
that p rticular art in that particular culture. There is sore 
hesitation here, as universality of appeal of art has been 
stressed all along. This point needs 3 mor» detailed empirical 
analysis. 

4. The nature of aesthetic stimules: Tne jrop-»ties which 
evoke the aesthetic response have been debated or enum2rated 
in treatises on art. Attempts at characterisation of beauty 
are also famous. There is an ancient cuarrel over existence 


of beauty in the subject or object, This issue is difficult 


to tackle because the usual search for physical correlates 
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of experience becomes inadecuate here, us the response is 
not deyendent upon the physical properties p-r se, but uson 
some relationshits between them..Ihe relev.nt relationships 
are again decided by aesthetic context, unc to some extent 
by previous exourience of the subject. .So we can not just 
study the properties tout there! and cull them aesthetic 
stimuli. This is further emphasized by: the extent of 
individual differences in assthetic responses. Dependence 
of aesthetic response on O factors is so obvious «and 
Compelling that definition of the assthetic stimulus in 
unidimensional terms has to be rules out, 

Ihe recent work on collative stimulus properti-s is. 
a significant advance in the direction of meaningful 
analysis of aesthetic behaviour. Factors like complexity, 
ambiguity, novelty anu surprisingness, while pras2nting 
possibilities of measurement, ring. 3 note of ! subject-rela- 
-tedness. 

5. Ine artist as a person: Artists have faced both 
extremes of regard and treatment. There have proposals .to 
banish them and there have been lofity claims for art aS a 
way to self realization. On the one hand, they have had 
roy al patronage, and a low position in the status sj stem of 
many societies, on the other. Art and abnormality, art and 
whim, art and addiction have been coupled in popular 
stereotypes. At the same time, art and vision, are and 


depth of understanding of life, art and human significance 
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ùre put together. an important area of investigation in the 


field of personality has been devoted to ‘artist personality’. 
It has been found that the personality profiles of artists and 
scientists are similar. +Attempts to find out differences 
between artists and non-artists have focussed their attention 
on persona ity Variables us well as on other psychological 
functions of amore specific nature. An arca which has not 
been probed by psychologists n=eds mention here, as it ssems 


to be significant in our understanding of aesthetic behaviour, 


Choice of a medium and interactional peculiarities with it have 


not been studied yet. Artists functioning as artiscs operate 
in a different set of givens, and, perha,s, are controlled 
by experiences and mechanisms of their ow. 
\ On this buckground, we can map the details of the 
conceptuai frame now. In the standard form of psychological 
analysis, we Can put aesthetic behaviour. "Response is a 
function of the stimulus Ess an? organi smic variables 
operating in a context’. In the area of aesthetic behaviour, 
we can use the following sketch:- 
I) Context: 1) Physical Characteristics, 

ii) Sociocultural Characteristics, 

111) Aesthetic Characteristics. 
II) Stimulus: 1) Physical Properties, 

11) Second Order Properties:a) Relational 

Prop.rties 


b) Stylistic 
Properties. 
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111) Organism; i) Capacity:a) Artistic Talent, 
b) Appreciative Skills. 
ii) Training:a) Technical Training 
b) Social Learning 
iii) Personality Structure. 


V1) Response: a) Inappropriate Responses 


b) Appropriate iesponses: 1. Verbal Kesponses 
(Report, criticism, ex- 
claiations&c) 

2. Non-verbal Responses 

( Changes in arousal) 

( Cognitive Unanges) 

( Changes in feeling 
quality) 


This sketch can be easily transposed to the idiom of the 
art critic. 
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HINDUSTANI RHYTHM: 
A PSYCHO - aBSTHETIC STUDY 


bY 
SUShIL KUMAR SAXSNA 


(Demonstrations on the tabla by SUDHIR KUMAR SAXENA) 


The subject of this $3per is, in our view, important, 
It relates to a feature of Hindustani music which we all 
seem to know, but the precise place of which in the economy 
of rhythm we have not really tried to understand. 

We may begin by straightway proposing the following 
definition of Sama: 
Sana is the first or focal matra (or beat) of the 
rhythm cycle as treated musically, spoken or merely 
contemplated in idea. In principle, it is to be kept 
‘in mind continually as the major accent of an even flow 
Ofelia: vas. and is, in fact, often sought designedly =” 
to wo up effects of occurent design and di-ection. 
vefore we begin explaining the main ideas implicit in 
this definition, some comment may be made on the word ! psycho- 
aesthetic!, tò indicate what our approach to the subject is: 


There is one particular context in which the psychologigal 


and the aesthetic came very close to each other, without; of © 
Course becoming identical. That is the region of perception. 
Perception is an accepted topic in the study of psychology. 
But it is important also in relation to the arts. In fact, 
cx 


.lSee Tn this connection, «heo Perciption of Rhythm, by B.C. Deva 


= 
whey 
in the Jl. of Mus. Acad; Madras. lie 2r 


e 


E 
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if we only leave out literature, the aesthetic may well be 
Said to mean the organized quality of the perceptual elements 
of art, of course, in ड) far as this organisation is conducite 
to ‘a particular kind of delight, disinterested or non-utilitar- 
ian. 
| This perceptual organization may be of colours, shapes 

and masses in the case of painting: or of tones and beats 
in the ease of music. But what concerns us is the fact that 
perception is the common ground -between the psychological and 
the aesthetic. What is more, psychology gives us some laws 
of perception - the Gestalt laws - which are really principles 
that determine thé organisation of the perceptual field. So, 
if we discuss the subject, #ama, from the viewpoint of the 
question, how it makes our rhytin appear orga organi zed = sand 
if we also appeal duly to the Gestalt laws of perception, 
as we are going: to do+ ur approach will be truly psycho-aesthet 

Throughout the- aper our main concern is indeed the 
question: how does the gama help in making our i4iythm 
Seem organized to the trained ear? Here, the sorda i seem 
organi zed! signify the psycho-aesthetic approach, 

Now, as for organization, it aE Wasiy ॥७ ७ alwàys 


done around some central point or region. In our rhythm, the 


. 5318 is the centre. But, how does anything become or 


. appear central? In two ways. we answer: by serving as the 


source and as the direction of' some sctivity or significance. 


z 
» °°: ७ 
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( Thus, in the present situation, we are for some time 

Central - central effectivelv, not physically - because 

we are the source of the talk, and also because you, the 
listeners, make us appear central by looking at us, and ^ 

by depending on us, at the moment, for some understanding 

of the subject). Now, the sama too is Center aime these two . 
ways. First, 1t Ts the source of rhythmic design. Secondly, 

it is that towards: which the rhythmic patterns are often 

seen to move, the point at which. they seem to look. This 

is to think of the gana as the destiny of rhythm. Now, let iM 


———M णाय ण 


us explain these major points verbally. (Other points of 
| 27 poh 


~ 


the paper will be made along with the tabla): ^ aS 
n To begin with, the Sama is the source. of rhythmic 


design. I emphasize that the sama is not merely the first. 
beat of the cycle, but that it directly fixes, by its own 
temporal character, the spre at which the following b beats 


are to. be played. To illustrate, the time which one takes-more 


ट or: less-in speaking. the very first number of a simple bitine E 
| of counting, at once determines the speed of all that follows. - 
| If we say ‘one’ - or play the Kama - in a leisurely way, the ६ 


entire process is slowed correspondingly; and if we utter ' 


Tone! quickly - or play it sharply on the tabla = whaby | 


2. The ‘illustrative’ bits of drumming have also been recorded 
by the Akademi. This explains why, in the prese es 


we mention only the opening 'bols! of the rhythmic pat 
played, instead of citing them in full, The cycles, 
"have been given as they are. © ooh 3 
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follows is also at once quickened. 
"In actual music, we all do this.  -ut perhaps we have 
never attended to this as an object of explicit thought. 


And yet this is aesthetically important, as follows. Of 


. a good work of art we ofetn say that it is an organic 


whole. One meaning of this aesthetic concept is that the 
part actively determines the character of the whole. Now, 
the exanple we have just now had is, in our view, a clearer 
illustnation of part- determining determining the whole than is to be 
found in the regior of any other art. 


2. and, now, to the second point: the s;ama, not as the 


Source, but as the destiny or target of rhythm, Here, the 


meaning is quite simple. The suma appears ‘central’ just 
because many rhythmic patterns seem to look at, and to move 


towards the gma in a shapely and identifiable way, thereby 


‘highlighting the centrality of sama by their very orientation, 


(even as you make us seem significant, we repeat, by. just 
looking at, and by attending to us). This is indeed .qui te 
simple, and may even seem trite to many of us. So, let us 


temper the commonness of the point by making a remark of some 


é subtlety. 


If the drummer, during the process of playing E shapely 
pattern which seems to move clearly towards the gsma; also 
gradually inereases the intensity of the 0018-39 the additinal 


suggestion of an ascent - not of mere reaching, but of ascent- 
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the appearance of a kind of Aron Se edt be worked up, at once 
bringing rhythm closer to the organized character of a melody 
which we know as aroha and avaroha. The fact that melody 
and rhythm go tcysther is one thing; that they may aps2ar- 
somewhat similarly organized, is quite another. on 
We may add that, in suchtases - that is,,where 
a pattern delights us by aiming at, and by hitting the gama 
as its target -the principle at work {etne Goeto B EN 
good contour o common destiny. But; the law itself - as 
explained in books on psychology - says Wem about thé . 
increasing intensification of the tols-s which is really the 


drummer!s'own independent doing. 


. We.must indeed remember that no amount of.. 
analysis, psychological or otherwise; can really ssize the 
CS ES of an artist. For instance; quite apart 
from the design: of the patterns he may choose to play, a 
~ skilled drummer may impart. an extra bit of quite unexpected 
sharpness to the &ma by. just playing the penultimate bol 
a little later than its grammatically set moment. Let us. 
illustrate this. Here is a cycle of seven beats :. 

Tin ta tivra kika / Dhin dhin / Dhas Dhas 


If recited in a simple way, there is no tension 


~= se 


in thé rhythm; and no suggestion of any release of tension 


zhtens the su^szesti ——— 


8. Yet, In so far as it heightens the suzsestion of org .' 


orientation, such intensification will be quite in accord 


with the Gestalt law a common destiny. We failei to say 


this while presenting the aper 
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at the Sama. But, now think of a possible change. The last 
barrens ‘dha',. bere, is at the sixth beat. But if we speak 
it a little ES diti 6th beat, by बळा न the second 
dhin, the two dha-s will tend to com? closer together, 
after which the Sema at tin will ass a sharper release 
of -— T | 

PS .But our precise meaning, here, should be clearly 
understood. . We gae only siis the, laws of perception 
are not quite adequate to dnt. They do not exhaust the 
creative JOST HN of rhythm, out we do not say that the 
laws in question are not at all relevant to rhythm, Relevant 
they truly are. Let us illustrate this positive point too. 
Just think of the principle of contrast - which is the most 
effective safeguard against fatigue of attention and sickening 


of interest - and then attend to another cycle of seven beats: 


Ting ta Tivekitg Jei 
| > TON 5 
Now, the Sama - bolée“ here is tin. It seems one, 


elongated, steady and closed. "The preceding tuft of boEs is 
tirkit. Thi's appears internally’ diverse, mark2d by succession, 
relaxed and lively. Now; the contrast - of’ the diverse ‘with 
the one, of ‘the lively with the firm = oS EEEN al to' bring 


— ors — — मक 


— —Ó e — 5 ————— — —— — —— « 


4, . During the ‘presentation’ of the Paper, this point 
was made in terms of mere recitation or parhant® 
5. " Though it, in fact, has two aksha:= ns or letters. 


"E 
vue 
- 
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out the distinctive effect of the Sama - boletin. This 
Contrast ~ and with it, the distinctivr effect of Sama  - 
will both disappear if we introduce an element of successiveness 
in the Sama - bole itself, by turning the steady tin into 
a quicker two - In © one stings come 

It would, however, be wrong to suppose that the actual. 
hear character of sama depends on its relation to the 
immediately preceding bole along. In the case of a bigger 
rhythm, it may in fact be found to depend on the inner 
organization of the entire cycle. This is specially so if 
the sama - bole is not exactly repeated anywhere else in 
the cycle; in which case it appears as a distinctive figure 
‘against the whole structure of the theku ~ quite in accordance 


with the Gestalt law of figure and ground. 


We may illustrate this. Luckily, the example E 
we propose to consider has a fuller relevance., It sho 
illustrate not only how the Sama can appear as a clea 
figure against the ground of the entire cycle = because 
it is not exactly repeated anywhere else - but also the 
relevance of the laws of contrast and common destiny to the 
CoU कनात of rhythm - in this case 4 cycle of 15 beats. 
We choose dhin-n-n. - a kind of closed nasal continuity - 
as the Sama-bole; then provide a contrast to it by putting 
the quite different syllable tirkit before it. Next, in 

e 12 SS CR 
. 8. Without, of course, exceeding tn p rmittəd lensth of a 


matra, This point again was orally made. t too has 


been recorded y 
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order: to provide the needful suggestion of appearing to move 
towards the Sama, in accordance with the law of Common destiny, 
we put still another bole, ta, before tirkit itself in such 


iT "T 
a jumpinz manner that the whole complex may seem to move clearly 


towards the Sama. The total complex is now as follows $ 


And, beginning with dhinn as the Sama-bole, the 


E 


resulting cycle runs thus : 


But, whether the cycle be big or small, the actual 


heard character of the Sema ås different from the Sama as 
merely though of as being the centre of the cycle. The 
phenomenological is one thing; the theoretical, quite another. 


Also we must remember that the Gestalt laws are no intellectual 


AU, Lau ह... आ... uu 


construction merely imposed upon experience, They stand for 
ways in which experience itself appears organized. One does. 
not have to be an intellectual to use the Gestalt laws. This 


partly explains the fact that many beautiful rnythmic eccmposiions 


| = Rave been created by such masters of tabla and mridanza_ as 


meiset a eee 


had no formal education a* all. 
And with this we may turn to the more interesting part 


; of the presentation, ~ sore illustrative tabla-playing. Here, 


po 


we begin by illustrating the difference between two possible 
functions pf Sama. Imagine the opening of a sitar recital. 


After the initial alapa, when the gat begins, the drummer- the 


D 
>>> A ID क क eam ar स्या ita 2 eom e 


7. Here, between two beats. 07 put between two beats, a bole 


ति नि OSS ier than if it just eidos णी Ur A d 
certei nix seems.divelign, than 1f d. (मत Oe S ws th a E 


I 11711 1111 8818 tH 
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but with a pattern. -Now, t he way 


= 46 - 


accompanist - generally.opens not with the simple theka, 
this pattern is commonly 
played today presents Sama as a sharp and loud sound which 


enables us to mark and identify that the focal beat has come; 


me UN re ee ee aa अदा, 


HO OO 


and it also often enables the drummer to get some open applause 


for himself, which is not exactly the sume thing us being 


se neers tne 


helpful to the main pérformer. Or, alternatively, this opening 


a enr 


pattern may be played in such a mellow, steady and shapely 


MT 


way, that the final Sama does not have to be actually indicated, 
but is just suggested, say, by a nod of the head; and yet the 
Character of the rhythm may be affirmed quite truly, if gently, 
(The illustration which follows should make it clear to us how 
the Sama which just announces itself - with 2 bang, as it 
were - even to the poorly trained, is entirely MRE f rom 
the Sama which induces and enables us to dwell in the region 
of a particular rhythm. The pattern, here, is the sme, but it- 
18 to be played in two different ways, - first vigorous, and - 
then gentle: 

la. ILLUSTRATION Beginning as (1006) 

ih. ILLUS: The same pattern | (soft) ) ` 

In the second case here, the final Sama is only 
जलप not actually played. Of such an ideal affirmation 
of Suma, we have quite a few other instances in the region of 
rhythm, - for example, die patterns of anagat variety But 


we next want to present something different, = a pattern ताप 
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the Sama (of the cycle) occurs repeatedly, but is just left 
heard, What happens here is - and it is a clear operation of the 
Gestalt law of good design or common destiny - that the design 
of the pattern is so coercive and the filling of boles so 
instense that we are at once enabled to fill in the narrow Zaps 


ourselves: 


We must here add E. tas net appeal of playing 
despends not only on the cheracter of the pattern itself, but 
on the skilful accentuation of the boles by the drummer himself. 
This shomld become clear esmay, as we turn to c.nsider g 
point of contrast, between ‘the Sama that comes as a mere 
ending - weak and cheerless - and the Sama that emerges as 
the climax or destiny of a shapely and powerful movement, 

In both cases, the playing will be correct - 
grammatically. It has got to be so, But, erode in the first 
Case the playing will be only correct, not effective, - due to 
lack of proper accents and the Sama will just occur, not 
impress - in the second case the sama pattern will be .layed 
with due inner accentuation, and a controlled and increasing 
intensification of the boles as they approach the Sama, with 
the result that the Sama will duly appear as the hijh2st point of 
the flow. | 

| Bot the Sema Cin assume a still different form. It 


may come neither with the force of a climax, nor as the mere 
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exhausted ending of week playing, but as the gently satisfying 
self-completion of a rich, elaborate and wellorganised pattern 
that unfolds itself steadily and is aoni iy distinguished 
by such a subtle variation - called a bul or badal - that 
attention is here held by the whole inner fabric of the 
movement, and 15 not dominated by the advent of the Sana. The 
Sana in this case satisfies like the natural conelusion of 
a logical movement of thought. It does not dazzle us with 
the force of a climax. and the delight,is, on the whole, 
feirly evenly spread out, with the bul or variation as its 
focus, the variations, here, being of the bole, tak. The final 
Sama Ges repeat) just comes, and is accepted; but it does not 
domineer: | f 

And no, to something simple - a matter of detail - 
but something which demands attention. It is common to speak 
of the Sama as the point from which the rhythmic flow begins, 
and_to which the flow returns, Now, let us attend for a while 
to this idea of coming back to the Sama. Who cotes back to 
the Sama, we, who do the counting, or the flow of rhythm itself? 
We may here recall that some keen lovers of music ask a similar | 
question with regard to a good coval  bandish. Does the 
composition itself appear to move towards the Sama? Is it 
so designed, on the inside?,: Or is it only the singer who is 
able come to the Sana, just because he knows where it is ? 


Coming to the Sama, we believe, should be an excellence of the 
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composition itself Similarly, the rhythm itself should ssem | 


ew 


ह to come back to the Sama. Now, this suggestion, that the Suma 


is the target of a refluent flow, 1s produced only when 


the approach to the Sama is prepared by using some boles 
ISN ५ 
TOf decreasing int intensity. Proser accentuation of the 'boles 


Ptr tal 5 IN NNT ME 


hee hin le te x TOE euren Sid 


Accentuation in rhythm is, however, of many 


१५.७४ क्क 9 


s E kinds. The Suma itself may appear not as a 


rhythmic climax, but as a major source of (a kind of) serial > 
E sweetness, This happens where the Suma occurs repeatedly, 
E o oe : ४ 

VA. 5 like this: 


And, finally, instead of appearing as the 


PT. . nl ove A, TIT ne 6” = jr ९ 


ict source of sweetness, the Sama may itself s em to 


In the end, we may summarize the discussion which 


M Mey 


the pre sentation of this Paper by listing (most of )th 


our ansers to them, now refined in ३ 


da rhythm of Xarnatik music 
u^. 


E 
- 


Duda state of knowledge, we 


- 50 - 


find it impossible to give a definite answer. But, on the other 
hand, we are not so convinced as, the questioner (Dr. Deva) seemed 
to be that Karnatak rhythm does not have a Sama, in the sense 

that the Hindustain system hag, thouzh it does have inner 
sub-divisions and aecents. All that we can here say circumspectly 
is as follows: 

a) The answer would depend on what it really means to say that 

a rhythm has a sama. Surely, the Karnatak drummer too holds onto 
the chosen extent of beats. 77 other words, tho same measured 
extent of rhythm is played repeatedly,.or is at least continually 
kept in mind where what is played is a pattern and not the 

basic measure. Now, if we take the fase of playing the basic 
measure a number of times, and if we find- of which.we ourselves 
are not.sure-that the first beat each tine is the Same syllable, 
then this, along with the repeated similarity of inner accents 

and divisions, will surely warrant the sug,estion thst here too 

a sama is there, even if it is not said to be a 93093 «707 the 
rhythm in such a case would seem clearly cyclic. 

b) It may be - and here too we are quite unsure - that in 
Karnatak music we do not have (as many as in the Hindustani fold) 
rhythmic patterns which seems clearly to aim at, and to prepare 
for, reaching the Sama, so that the first beat here does not 

seem central, and 1s therefore not the Sama in the same way 

in which is in Hindustani rhythm. But, on the othsr hand, we E 
remember it distinctly that in the ! qugalbandt t which followed F 
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Climax of well-designed, though certainly brief, flourishes. 
c) Finally, we ask, does not tho first brat of the basic 
measure enable the Karnatak drummer to check and steady the 
speed of his playing? If it 6033 - ani we guess this cannot 
but be so - that would be further warrant for ayins that 
there is Sama in Karnatak rhythm also. 


2. Should not the (allegedly) cyclic character of Hindustani 
rhythm be demonstrated without the aid of a lahra २ 


Yes, it should be done. out, that we did not in fact do 

50, does not mean that the required demonstration cannot 

be done. In simple recitation of the rhythmic syllables 

(or parhant) there may be no lahra at all; and yet, 
largely because of the orientation of the patterns recited, 
the rhytim can seem clearly cyclic, and the sama quite. 


3. May the Sama be spoken of as the graha or 79858 of 
rhythm? 


Our answer would here be in the negative if, Es seems 

necessary, Sama ïs taken in its entire range of meaning 

brought out in the Paper. Sara -s which are (places of) 

graha or nyasa are (perhaps) never AROSE by deliberate ave 


idance; but, as brought out by us, the Sama is often so sugg- 


. vested. Moreover, in so far as the words in question are con- 


ventionally used with reference to the melodic aspect of our 


> music, it would create needless confusion if they are used . 


also in relation to our rhytnn. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


= 852 = 


How, if at all, is the Suma related to the concept of 
Samayastha and the trigunas? 


'Sama'may be said to be related to the first italicized 
word in so far as, besides serving other function, it is 
a beat with the help of which we often check and steady 
our laya. But, as for th» ralation of Sama to the three 
qunas, we still have no idea at all. 


When did the.word theka enter the di. scourse of Hindustani 
music. 


This too came a little after the time allotted for question; 
and this again we could not, and still cannot answer. But 
we did feel greatly encouraged by the reactions of the 
knowledgeable audience. sesides, during the course of 

his comments a$ter our Paper, Principal D, R. Deodhar 

( Bom bay) agreed that, in vocal music, the suggestion of 

an approach tothe Sama is heightened if the approach 


traverses a greater number of ‘ascending’ or ‘descending’ 


v avara. This was, for us, a welcome confirmation of one 
enous 


bf. the suggestions made by us in our (earlier) paper 
on Aamad presented, a few years back, to the Akademi 


Seminar on 'Science and Music! in New Delhi. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


| “le 2220 


APPRECIATIVE RESPONSE TO MUSIC 
Arvind Mangrulkar. 


That art evokes response is a truism. 4 
however, not easy to say why people respond to art 
naturally and readily. in aesthetic response to art may 
take different forms and my demand a variety of require- 
ments depending upon the nature of a particular art and 
the propensity of the enjoyer. Only a few seem to be 
gifted with a pliant responding mind to a wide range of 
different arts. Though the question as to why this 
should be 90, and why others should be apathetic to arts 
is worth going into, we are not concerned with it here. 
I shall confine my remarks only to Indian music and the 
enjoyers' appreciative response to it in mehfils or 
concerts. 


Not being competant to deal with the Karnata£ 
style of music I shall refrain myself from speaking about 
it. However, appreciative respense to music in the midst 
of concert is a common phenomenon even in Sourth Indian 
music concerts, and so I shall be happy if some of my 
remarks become applicable to that field. 


It is a typically Indian phenomenon to shower 
aesthetic responses on the artist-singer as he performs. 
The responses are piecemeal, and yet the general feeling 
of the enjoyers ultimately culminates into a homogeneous 
experience of a complete art form. Though such an 
ejaculation of aesthetic responses is not seen in a 
Western Music concert, it will be wrong to assume that 
the listeners there are not moved as deeply as their 
Indian counterpart. (This seems to have been common 
- even European music about a century ago-B.C.D. See 


Arthur RubenSWeOrhu वलड Besos tale Fonda) Ts3) . 


.94. 
In Indian concerts an appreciative response not only 
expresses the listener's aesthetic rapture, but encourages 


wht 


the artist-singer in no small measure. This is why the 
artiste often says humbly, - "It is not I who am singing, 
I am urged by you to sing! * It is as much as to sey, 
"You are singing. I am just as well a peg, a support 

for your musical expression and sensibility." Even if we 
make an allowance in this rather exaggerated remark, it 
Carries a germ of truth, inasmuch as no Indian concert is 
worth its name without a family union of sensitive, 


appreciative listners. 


A listener is mentally prepared before he goes to 
a mehfil. He knows the singer, or sometimes he does not 
know him. Perhaps he has ne?er heerd him or heard of him 
before. In aay case : does not.know at all what he is 
going to sing or how. He is all eagerness just to 1 
to him as best as he can. His mind thus becomes very 


1Sten 


delicately balanced for listening in. Those who are 
deeply embedded intc the conception of a gharana many 
times become poor listeners as they have groomed their 
mind to listening to a particvler groove of music that 
their ear is trained for. The mind of such listeners 

is rather hardboiled and less open for new and out-of- 
the-way ideas and approaches. Their hardened mind is 
hardly open fe fresh breezes. Being crystallised, their 
thought process gets the upper hand of their sensitivity. 
In short, their listening faculty works at its lowest end 
whatever they listen is immediately pigeonholed into 
their responses-' traditional responses. 


This, of course, does not imply that a listener 
should be devoid of any knowledge about music and its 
traditions. Fer from it. In fact, such knowledge may 
add to his enjoyment in mehfils. Sut even without such 
formal knowledge a sensitive listener, free from pre-- 
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is a better listener. It is not a musician alone that 
practises sadhana, but a listenei. also has to undergo 
Sadhana for several years before he can take his rightful 
place in a mehfil as a listegér. Such a listener does not 
listen passively, but siggs vibrantly and psychologically 
and almost rises to the level of the artist_performer. 

He is a ‘mute artist" or a ‘potential singer’. 


Basically speaking, we listen to three factors in 
music: (1) Tone ( i.e. svara), (2) Rhythm ( i.e. laya ), 
and (3) Form All these three factcrs are brought into 
play simultaneously during the performance, but our 
rapturous responses arise from different mental make-ups 
in relation to these three constituents. As far as svara 
and tala are concerned, there is no compromise. Our 
expectation in regard to the svara must be fulfilled one 
hundred per cent, = 3 a whit less. We would hardly 
suffer or excuse an artiste that goes out of tune, how- 
Soever minutely, or fractionally. We; as if, know the 
svara; we have precise svara in our mind; and we want 
or expect the artiste to send forth sympathetic vibrations 
in our mind hy his own svara. This union of two svara 8 
one of'the artiste and the other of the listener, — 
culminates immediately into a rapturous appreciative 
response. It is, so to say, the wedding of two souls. 
The two are one; they become one. It is a testament. 


With laya it is different. Svara creates a feeling 
or immensity in our mind; it widens our horizon. When the 
union of the two svara^s is absolutely’ perfect (as in 
ease of Abdul Karim Khan's music), the one-ness or 
non-duality becomes one immense, ever—widening and 
ever-deepening joy. But svara by nature is static. When 
the svara is held or suspended on the play of rhythm, 
brought about by tala, which is man-made» it becomes mobile. 
(tala is an instrument of creating infinite waves of 
rhythm i.e. 'laya'). It is a common experience that BS. 
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anything that moves holds our attention, as a moving train, 


i or surging waves, or a trembling leaf, or a running brook, 

* Or 8 flying aeroplane. The mobility given to svara not only 

| infuses life into it, but becomes by itself living. The 

| svara and laya together thus create a feeling of immensity 
and 'living'. This unique togetherness of immensity and 3 

| mobility in the form of svara and laya gives to the mind a . 

sense of sympathetic living. Like life, rhythm, which is 


T. 


essentially mobility, is full of unexpectéd turns and is 
charged with aesthetic surprises. But unlike svara rhythm 
imparts unexpected mobile shocks of joy to the mind and : 
it is this unexpectedness which is the hall-ma83k. of rhythm. 
Again, unlike svara, it is the non-fulfilment of our 
K | expectations. Music, hosoever tuneful, is likely to bring 
about tedium end lifelessness, if it has no play of rithm : 
to show. Going along the flow of rhythm, you unexpectedly 
 ( not 'suddenly'-) come arross a bend or a twist or a 
| movement which is absolutely new and other-wordly. Snoh a 
pa ४ creative state immediately stimulates an aesthetic response. 


“ers 


In short, svara rests on fulfilment of tonal expectations, 
whereas laya depends on non-fulfilment of mobile forecasts. 


ee ee” 3293 * %" । 


However, both bring aesthetic rapture in different directions. 


* 


“ih svara and laya singly, are unable to build up 
and create a 'FORM' if they do not jcin hands with each 
Extreme emphasis on svara makes music slothful 


iile inordinate stress on laya makes it cluttering and 


Im. wnich neither can do singly. It is 
play a significant role in making form 
i n. Words, by wey of articulation 
y ue ^ OR CN ० KD ern of a melodic 1 
but hand nd with ¥~nic movement, build up the desire 
Fori. s is done with umber of nusi embellishments, 


«७7८ 


How is this Form built up ? Music, being a 
temporal art, disappears as soon as it is spun out. 
Is the Form then built up from memory ?:— I think not. 
As a musical Form is being created, every little detail of 
svara, laya and tala, embellishments, words conjointly 
becomes a part of our experience, end the Form is built up 
‘in experience', and not f.rm memory or recollection. 
Memory operates only when the mehfil is over. is we 
listen to music, we have a rapturous experience of tonal 
beauties, varieties of rhythmic patterns, verbal niceties 
and their cumulative perception. all this becomes a part 
of our experience. Compared with ‘experiencing’ of music, 
its mere memory is deatk. For the Form built up in 
experience is organic and ever-growing, and no mmount of 
verbal expression, even of a powerful ecstatic quality, 
Can match it. This is a special feature of a performing art 


like music. 


Appreciative respense is & dimensional dialogue 
between the artiste and the listener. and any dialogue, 
to become a real one, must leave a significant INTERVAL 
between the two. The artiste never has a complete idea of 
the entire musical gamut that he is going to present, 
nor is the listener aware of it. It is in such a 
circumstance that the Interwal works and blossoms up. 

By 'Interval' is not meant here a respite, or rest, or 
silence, or hush in time, which leads to the snapring 

of ties that are built up. It is something more. The 
artist, traversing a cortain field in svara, iaya and 

J. cm, leaves a significant Interval for the listener who 
has also gone along with him in experiencing it; and the 
listener gets soaked into it. He not only enjoys and 
responds to it, but gets the feel of the me aningfulness 
of music. The artiste, perhaps, stops for a moment, 
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| but during that momentary stopover open. up new vistas 


| and avenues before the listener; and the listner, too, 
| after responding appreciatively to him, takes a breath 
| in experience and rises to his level. It is this 
moment in music which I call INTERVAL. This INTERVAL 
establishes a rapport between the artiste and the 
listener. Significant space in painting plays the 
! same part as INTERVAL does in music. The movement 
* in dance too has such an Interval in artiste who 
- does not know the judicious use of this INTERVAL is 
hardly likely to establish & rapport between him and 
the listener. Verbal appreciative response follows very 
| Closely this musical INTERVAL, which takes on the 
| form aesthetic. experience in music. 


IMS BREN THEN TNUSRVAL THEORY, as I call i$ and which 
$ I have tried to explain, can be worked out in other 

fine arts also. In music, however, it gets slightly 
MS modified in accordance with the various other forms 
of music like ihumri, tappa, dadra, ghazal etc. as 


typical build-up of ‘tan-patterns tappa 

more prominent than the other elements in 
The rhythmic expression, for instance, 
ctremely subdued in thumri in comparison | 


A STUDY IN THE PSYCHOLOGICAL RESPONSE TO RAGAS. 

(SEMANTIC DESCRIPTIONS. AND SYNESTHETIC RELATIONS OF RAGAS): 
C. DEVA AND K.G. VI aM ANI 

Introduction 

This paper presents an empirical study of Dayenenoe ded 
responses to a Ros rag.es of Indian classical music. The | 
chief aim of these researches was to make a comparision of 
the mood 'created'! with the mood 'intended! by the ràga-s used 
as stimuli. | 
Background 

In an earlier study of the series in Indian Listeners 
an effort was made to quantify feelings aroused by classical 
Indian músical (Hindustani) excerpts. The technique employed 
for quantifying the nature of moods aroused by musical samples 
was that of semantic differential, 

In the above experiment, four musical excerpts were 
played to 37 respondents. They noted their responses on a 
specially designed twenty-two. bipolar adjective semantic 
differential scále which were later on subjected to a. 
multivariate SUD ees analysis. In this analysis a comparison, x 
ef the mood ‘created! with the mood '!intended'! by the musical ; 
compositions were made. The results of analysis showed 
similarity between the two. 

The second study of the geries now being reported 


was undertaken to avoid some of the limitations to an extents». 


t 


so 


a en em 
r 


The presgnt paper is an abstract of Research Report II 
ef Sangeet Natak Akademi, New Delhi 
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Besides this, the scope of the experiment was further enlarged 
to examine whether respondents associated any specific colour, 
season and time of the day with & raga (synesthetic basis of 
Indian music theory.) Efforts were piles made herein to study 
the maaning of music in relation to certain bio-data of the 
respondents. | | 

In terms of the issues explained above, the scope of 
the broad-based work was as under:- 

A Meaning of Music 

To compare the intended mood of a raga as traditionally 

associated with it with the mood crgted in terms of 

psychological responses given by the respondents. 
B Inter-sensory and _and Temporal Relations 

To study whether respondents associated any particular 

colour/season/time of the day with a particular Paga. 
THE PRESENT PAPER 
Sanple 

Research findings of aie present paper are baséd on 
the responses of 228 individuals, both males and females of 
Various age groups, having different types of educational back- 
ground and varied CS dta classical musics | v 
Stimuli pu. 

It is very important to stress at the outset that a 
raga isa statistically structured stimulus. As such, ever its 
internàl components (notes, temporal proportions, and so on) 
are Variable within certain limits. 

IHE MEASUREMENT TECHNIQUE. 
The first 


Two mea V 7 
oS & E Hn ien t sechná g 25) ०8% नाती USA 


was for measuring the created mood of a raga excerpt and the 


Method of analysis 

In this section we may only make a mention of the 
statistical method of (1) factor Acsi which is basic to the 
study of meaning of music and (11) chi-square test for measuring 
inter-sensory and temporal relations of music. 
RESULTS. 

Two types of results, namely, results on 'meaning of 
music! and results on ‘association of a raga with colour/season/ 


——— 


time of tbe day! are given. 

The Dimensions of Meaning fcr Bhairav hare the follow- 
ing in order of preference: the raga has empathy, compassion 
(karuna), but is vital, positive, courageous (veera, bhayanaka) 
suiting very well its name, 'Bhairava’, It has also tranquility 
(santa). 


The intersensory and synesthetic associations are: 


Colour White/¥ellow 

Season HE ----- Autumn 

Time , Early morning/ 
Evening 


These relations are extremely revealing considering 
that. quite a sizoable part of the populaticn was not trained in 
classical music. - 

The: tally between the intended, traditional moods, 
Colour, season, and time with experimental responses is 
staggeringly complete. The exceptions are: a) yellow also has 


been included and b) evening as well. Here we may recall that 


raga Gauri has the note of Bhairav but is sung in the evening. 


Three very importan& aspects require repeated g 
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5 id for gauging the association of a raga with.colour, 
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season and time of the day: tue former by semantic! differ- 


ential t ünique; the latter by 'make-a-chotce' technique. 
A few explanatory points are given bolow: 
adjective pairs chosen 

fTwentyseven adjective pb^irs wore used. Those 27 ad- 
jective pairs were framed on tho basis of nine raga-s of 
Indian aesthetic t cory. 
Zxperimount Broper un 

The 228 respond s, usually made ayailable'as a 
ONT ee 3 : Sg w ड 
batch of 30 to 40 individuals, vere seated comfortably in 


an auditorium, and instruction sheet, hlanks of the format, 


as also personal date blanks wore distributed among them. 
They were von two “inutos of music to ostabITsH the 


mood. The raga excerpt was nsopestod.fon two minutes an? 
they were then asked to rocorà their imprassicns on t 
format during the roplay 

Scoring Procedure 


Tho conversion of adjective choices ofa sample of 


c- 


respondents into quantitative torms wes tho next step. The 


foliowing illustration, wherein we hove taken ithe caso of 


pot 


Sad-Happy polarisod adjective, makes quantizing or: motriza- 


tion clear. | SE 


, Adjective Es d Scoring loight 

Axtromoly 0००97 1 
Quito ` eet : S. v. 
Slightly. 1 79929 3 : , 
Both or neither .... 4: 

Slightly POE 5 

Quite . 5000 6 

uxtremely १०५८ 7 

HAPPY 3 

é न í 


4 
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musical training. Hence, the response has, perhaps not been 
conditioned by individual or social Jearning, consciously: it 
may be one of racial memory. 
DDT OE alap has been used. Even so, the very 
significant tally between the traditionaliy intended an. the 


elicited emotions show that the ragą form is more important 


than non-definitive elements. 


c) Certainly, the raga in form and rendition must 


have chanred during the ages. Yet there is close correspondenee 
between its accepted ethos of about 300 years ago and of now. 

Thege three point to an inference that, at least 
in the case of Hhairav, we are dealing with some elemental | 
melodic nucleus: what may be called the tonal archetype. This 
has remained constant, manifesting itself differently in 
different paychic climes. । 

Further, it is possible that the basic raga- rupa 
form) expresses a sthayi bhava (definable emotional state) 
and non-definitive elements like gamaka, octave levels-and 


tempo express associated sanchari bhava_ (transient sentiments). 
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A ‘STUDS IN THE PSYCHOLOGICAL RESPONSE TO*RAGAS. 

(SEMANTIC DESCRIPTIONS AND SYNESTHETIC RELATIONS OF RAGAS) 
. C- DEVA AND K.G. VI 8M ANI 

Introduction 

Ihis paper presents an empirical study of psychological 
responses to a few rages of Indian classical music. The 
chief aim of these researches was to make a coupe sion of 
the mood 'created! with the mood ‘intended! by the raga-s used 
as stimuli. | 
Background 

In an earlier study of the series in indian Listener 
an effort was made to quantify feelings aroused by classical 
Indian musical (Hindustani) excerpts. The technique employed 
for quantifying the nature of moods aroused by musical samples 
was that of. semantic differential, 

In the above experiment, four musical excerpts were 
played to 37 respondents. They noted their responses on 4 
specially designed twenty-two bipolar adjective semantic 7 


differential scale which were later on subjected to a: 


multivariate statistical analysis. In-this analysis a comparison; 


ef the mood ' created! with the mood 'Antended! by the musical 
compositions were made. The results of analysis showed 
similarity रा the.two. | 

The econ study of the series now: being reported 


Was undertaken to avoid some of the ° limitations to an extents. 


— M —À — ——— —— M 


c 


The presght paper is an abstract of Research Report II 
ef Sangeet Natak Akademi, New Delh 
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' ground and varied training in classical musics 


ESQ t 
Besides this, the scope of the experiment was further enlarged 


to .examine wether respondents associated any specific colour 


.' ‘Season and time of the day with a raga (synesthetic basis of 


Indian music theory.) Efforts were also made herein to study 
the meaning of music in relation to certain bio-data of the 


respondents. 


In terms of the issues explained above, the 5००23 of 
the broad-based work was as under:- | 


A Meaning of Music - of Music 


To compare the intended mood of & raga as traditionally 


associated with it with the mood crated in terms of 
psychological responses given by the respondents. 
B Inter-seBsory and Temporal Relations 
To study whether respondents, associated any particular 
colour/season/time of the day with a particular raga, 
THE PRESENT PAPER 
Sample 
` Research findings of the present paper are based on 
the responses of 228 individuals, bo th. males and females of 
Various age groups, having different types of educational back- 
* 
Stimuli CM. 
| It is very important to stress at the outset that a 
Taga is a statistically structured stimulus. As such, even its 


internal components (notes, temporal proportions, and so on) 


are Variable within certain limits. 


THE MEASUREMENT TECHN NI Q 
wo mes SRR ent. cec hn gus Rion gitized BXoXlggos St 


was for measuring the created mood of a raga excerpt and the 
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In this section we may only make a mention of the 
statistical OGA) of (i) factor analysis which is basic to the 
study of meaning of music and (11) chi-square test for measuring | 
inter-sensory and temporal relations of music. 

Two types of results, namely, results on 'meaning of 
music! and results on 'association of a raga with colour/season/ 
time of tbe day! are given. 

Interpretation of results: Conclusions _ 

The Dimensions of Meaning fer Bhairav have the follow- 
ing in order of preference: the raga Bas empathy, compassion 
(karuna), but is vital, positive, courageous (veera, bhayanaka) 


suiting very well its name, 'Bhairava’, It has also tranquility 


(santa). 
The intersensory and synesthetic associations ares . 
Colour White/¥ellow 
Season Autumn 
Time i र | cum Early morning/” 
Evening 


These relations àre extremely reveaiing considering 
that quite & sizeable part of the bopulation was not trained in 
classical music. | 
The tally between the intended, traditional moods, 
Colour, 3३ 4nd time with experimental responses is 
staggeringly complete. The exceptions gre: a) Yellow also has 
been included and b) evening as well. Here we may recall that 
raga Gauri has the note of Bhairav but is sung in the evening. T 
Three very importang aspects require repeated E 
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association of a 


ential techaique the Matter by 'make-a-c.ioice! technique. 
A few explanatory points are given boloy: 
adjective pairs cho pairs chosen 

Twentyseven adjective pairs were used. Those 27 €९१- 


jective pairs wera framed on 
Indian aesthetic t cory. 
axperiment Broper 

Tha 228 respondents 
batch of 30 to 


an’ aaditoriun, 


us 
40 individual 


and instructio: 


tha 


1 iy 


a 4 3 
yere seata 


basis of nine raga- 


ade available as a 
comfortably in 


hoet; hlanks of the format, 


as also personal late blanks were distributed, among: them, 

They were :ziven two winutes of music to establish the 
mood The raga excerpt was repeated for two minutes Aan? 
they were tnen asked to record their impressicns on tno 
format during the roplay. 

Scoring Procedure : 

Tho conversion of adjective cnoices of a sample of 
respondents into quantitative terms wes tke next stop. The 
foltowing illustration, wherein we nave taken tie case of 
Sad-Happy polarised adjective, makos quantizing or motriza- 
` tion clear. DM d. tif 

Adjective Scoring, deignt .. 

CO) MEN TN 

axtronely 50.00 1 

22.22. eee DF 

slightly $2525 3 ; r 

~ Both or neither ess 4 

Slightly 5560 5 

: waite "9*9 6 
Axtremely ००0० 7 
HAPDY 4. x Dd 
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musical training. Hence, the response has, perhaps not been 
Conditioned by individual or social learning, consciously: it 
may be one of racial memory. 
b) Only alap has been used. Even so, the very 
| significant tally between the traditionally intended sn. the ! 
| elicited emotions show that the raga form is more important 
| than non-definitive elements. 
| c) Certainly, the raga, in form and rendition must 
| have chanced during the ages. Yet there is close correspondenee 
| between its accepted ethos of about 300 years ago 8nd of row. 
| Ihege three point to an inference that, at least 
| in the Case of Bhairav, we are dealing with some elemental 
| NES 
| melodic nucleus: what may be called the tonal archetype. This 
has remained constant, manifesting itself differently in 
different paychic climes. 
Further, it is possible that the basic raga- rupa 
form) expresses a sthayi bhava (definatle emotional state) 
and non-definitive elements like gamaka, octave levels-and 


tempo express associated sanchari bhava (transient sentiments). 
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SOME CONCEPTS IN ANCIENT INDIAN AESTEEZTICS 
K.P. JOG 


I propose to place before you my view 
on Bharata's theory of rasa, first in the conte» 
of music and then consequently in the context of 
natya. I proceed this way, because aimost. every 
Work on Indian music Gevotes some place (many times, 
lot of it) to the traditionally handed down theory 
of.rasa with its sundry details! And often has one 
failed to notice the significence of rasa in the 
context of music, theugh one has been led (Comm 
conditioned) to accept the relationship of certain 
svaras and/or ragas with rasa’. This has happened 
so, at least in my case. 

I clarify my position with the help of 
some passages which is pathya 'that which is to be 
recited! in the plays (not merely Kavya, i.e. 
literature) or great masters like Kalidasa and 
Sudraka. First, I take a passage from the prastavana 
'prologue' of the Abhijnanasakuntale ~ I quote the 
relevant passage in Sanskrit and Prakrit. 


~ 


It reads : 


Se z SOTHATAT PUTS ovat &TUTd& | 

सूत्रधार - झिमन्यवस्या: परिषद: ATA aA 
araga काय gaea TAT- 

नटो - Fel (शति गावति) 


SUT Sete भमरेहिं WSuTU RO सिहर | 
ओदस+न्ति Sag शा मपउाळो AONAR |I 


z जाये साधु magi cet trace 
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Manager 


Actress 


Manager 


t 
Actress 


d 


Manager 
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ari सम्थगनुबो धितो अस्मि! अस्पमिन्काणे विस्मत we ५५1! 
तवास्मि गातरागेण STP LOTT प्रसमं हत: । 


"रष राजेव दुष्यन्तः सारंगेणतिरझ्सा [I] 


May you command now what I have to do next. 


+ 


What else than to zratify the listening 
audience? Well, then, sing about the 
Season of summer whick has just set in and 


is suited to enjoyment ---- 
As you command. (sings 


Youthful ladies wear Sirisa flowers as 
ear-ornaments, taking pity on them that 
have (very) delicate filaments and are 
(only) gently kissed by the hovering bees. 


Well sung, darling: The audience all aroung 
seems to be painted, as it were, since 
their,hearts are captured by the melody 

(of your song). Tell me now by what 
performance of a prakarana we shall please ' 
the audience. 


Have you not tolà me, dear, that we have to 
perform the Abhijnanasakuntala ? 


Yes, darling! You have well reminded me. 
I had quite forgotton that, at this moment. 
Do you know why? | 


I was forcibly carried away by the attra- 
ctive melody of the song you have (just) 
sung - yes, like this king Dusyanta, by 
the swiftly (running) antelope. 


Hp न ० Pr, E E a HP ता ५७.९४ dd ~ “70022५५ wot ७१४५१५०१५१ APPIO IA api tt ११ शाप) m anam n vr || | | LEER EE LM 1 


Contd. 2652 


The purpose of the sons is, already stated : 
it seeks to please the ear of the audience. Apparently 
the various factors responsibie for rasanispatti , 


"production of rasa' viz. vibhs 9, anubhava and vya- 


bhicarin are absent here: ` The effect of the song on 
the audience is that, owing to the raga their mental 
activity is arrested and they look as if painted in 
a picture. The Sutradhara, on his part, has forgotton 
What he was about to do. He is completely carried 
away by the attachive end pléssing rags of the sons. 
It is obvious.that the introduction of the song in 
the prologue has achieved its purpose — the dialogue 
has already made it clear! 

A few technical details about the song 
which are given by the commentator are, nevertheless, 
very interesting in that they raise a certain problem. 


He says about the song $ 


eg त्रिशन्मात्रदलळळ-हपो झिपदोनामा लथभेद: | तवुफ़॒साविभरते - "eC 
इंगादिसंभिन्त॑ ताटअगानमतः परम्‌। मध्यमौद्यपपात्राणा नाटके सिद्धिदायकम।। 
० त्जादिता द्वावशगाः षड्प्मंगा डिचात्वारिशत्लथमेदाश्चोकृता: तत्र 
ड्विपदोनाणा प्रथमौ लय्मैद:। तेल्लद्षाण्ण तत्रैव - fSof'supaT यंत्र गुरवो 
डिपदो तु uri BATT करुणो हाम्ये योज्या शोद्रममध्यमें:। उवस्थात्तरमासाचा 
TTIT साधमरपि। eful अत्र गुरुस्तांलखपा dall ग्रामरागेणा 

ढक्‍्काख्येन चाम्या बन्य शाति aul eS WAT 3 


"This is a variety of laya, called Dvipadi,consisting 


in two parts, each of thirty moras. JP शोक NNO 
in Adibharata 3 i 
'Now I shall speak about the song in a 
drama, which is characterised by bhanga 
etc. (and) which brings success to 


characters of .secondary and highest wn 
(importance) in a play.' EC 
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i i With this verse in the beginning, (has its author 

| described forty-two varieties of laya, divided emon 
‘twelve (principal) bhangas and six subsidiary bhensas. 
Among them, the first variety of laya is called 
Dvipadi. Its definition (is also given) there in the 


same work : 
B £ E 


ee "Where there are long (moras) with a prolonged 


; E laya, it is Dvipadi. It should may be used 
i in (rasas) Srngara. Karuna (end) Hasya, 

1 eur by characters of highest and secondary 

{ $ (importance). It should/may be sung also 


by characters of the lowest (importance) 
on rising: to a higher status" 


Here, (i.e. in the song of the Actress) the long mora 
should be noted as of the nature of tala. It should te 

noted that its composition is in the gramaraga called 

| Dhakka. This is citi.® 

Indeed, without going into the technicalities 

of music, one could ask $ Is this song connected with 

the intended production of Srngara or Karuna or Hasya? 

But I would leave this, for already the purpose of the 

is mentioned - it is : 'pleasing the ear of the 

t. Thus, this instance of a song (in the part 


a 
DH tionship between song and rasa. But one 
song which have cited is not in integral part of the 
ay and, theref 


Hj 


bic on to two other sings which 


lay) would show that there need not be an 


Ls. 


The first song is the famous song of Hamsapadika 
it occurs at the beginning of the 5th Act of the Abhi- 
jnanasakuntala. The audience has just witnessed 
Sakuntala's departure from Kanva's hermitege and it is 
going to see what reception Dusyanta would accord her. 

Of course, the audience is well aware of the course 

of Durvasas hanging on her. And the 5th Act begins 

with some sweet and indistinct notes of a song followed 
by a conversation between Dusyanta and the Vidusaka — | 
again, once intervened by the same song distinctly | 
sung. I quote the song together with relevant dialogue : 


“विदूणद:- (कर्णा वत्वा) मो aa संमोदसालन्तरै अवधाणा देडि। 
क्लविसुड्धार सरसजौदो WSs! जाणे तरहोदो हसवदोद्या 
वण्णपरिअअञ atts चि 
राजा - तृष्णों भव। जावदाकणाळाईम। 
(आकाश गोसते।) ५ T fe 
अहिणवमहळोठवी भव तह Uf Fe THTU . 0४71 PN 
"= कमलवसर Treat महुअर 1विम्हरिओ सि णा well शा Dp 
| अहो रागपरिवाहिनो THEA: | E ce i| 
विदूषक - कि दाव mare अवगओ Sewell ट्र T vy 
राजा - (स्मितं कृत्वा) सकुत्कृतप्रणाजी य ज्न:। तस्या वैवोवसुमतो ® S 
पत्तरेणा मदूपालम्भ॑गवगतो Peal ---मःचतादूच्यता हॅसप दिके, * eA 
निपणमपालव्घो' स्मो ति।--- 
विदुषक ग मव आणावेदि। --- (नष्काच्त. 
राजा - किन we गोतार्थबाकण्यष्टञ विरएहाहते fH बलवदुत्काण्ठिती Teal 
अथवा 


रम्याणि ape मधुराश्च faa शंबंदान 
पर्युल्सुकोमवति थत्पुस्तो पि seq: । 
तच्येतूसा स्मरि नूनमबीधपर्व 


मावरिशराणि Arase नि। EAA) 
Jester : I say, friend, turn your attention to the 


interior of the music hall. Here we hear 
harmonious sounds ir a soft and clear song. 
I belive, Queen Hamasapadika is practicing 
singing (lit. meking acquaintance with. 
various notes). | 
King : Silence, let me hear. (The song 1४8५8 86४०) . 
10 Bee, how is it that you have now forgotton the 


mango blossom, having ardently kissed it ~ (ever) 
COOH! hana" Aa) vere pawan ep iactign Qigkaad BAS rigurdationl ely resti 
content with your mere stay in tho totus keo नि your mere stay in the lotus ? _ 


M 
री 


> ळे c 
King : Oh, what an impassioned song! 
Jester : Why! Have you understood the meaning of the 
words in the song? 
King 8 (with a smile) This person, I have once 


loved. Therefore, she has served me with a 
taunt on account of (my recent attention to) 
Queen Vasumati ...(Go), tell her on my behalf, 
'I gm well reproached, (my darling)! 


Jester ? 38 you order (Goes out) 


King (To himself) why indeed have I become so very 
pensive on hearing the contents of the song, 
even though I am not separated from any (very) 
dear person? Or rather, (I should says) when 
a person (lit. being who is) happy (in other 
respects) becomes full of ardent longing on 
seeing charming objects and hearing sweet 
sounds, then indeed he remebers, his mind, 

the friendship of former births, firmly 

footed in his heart - of course, without 


being aware of it. (Remains pensive) 


i There are two obvious aspects of this song; 
one is purely musical - it is bereft of its contents, 
the other has contents of dramatic relevance. This 
letter is, I thank, not much important for purposes of 
our discussion, though it serves great dramatic purpose 
as noticeable in Dusyanta's words : "Why indeed am 
I rendered so very pensive on hearing the contentis of 
the song even though I am not separated from any 
(very) dear person?" 

I leave out this(i.e. the latter) aspect of 


the song. But the purely musical aspect also does 


Teste 
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not fail to serve an important dramatic purpose. I+ 
is used, I believe, as an uddipana vibhava  'an excitant! 
for the development of the plot in the Act - these 
details I omit. However, I must observe that Kalidasa 
has used music of Hamasapadika's song for producing 
rasa. 4 few technical details from Raghavabhatta's . 
commentary would clarify my ideas; he writes: 
कला FALTER Cea TT) अन WuTQ UE! भारो इ व्वजिपाधर्यरक्ति- 
गाम्मोर्यमार्दवै:*। evnrfHT RTT गुणा TH रत्ताको। उत स्वाणे 
SAT रागमरिता ce TU] TUWST सदा नाम TVA ग्रामरागजजिकेत्यर्थ: | 
तस्या! स्वरसदोग: | तत्सम्बन्धा स्यरछाप २त्यर्थ:। dey mal --- 
*साधारणा fuer स्यदवकेटलिते. CATT eful^ 5 
"kala 'soft' means (a note) with sweet and indistinct 
sound. By (the use of) this adjective, (the author has) 
expressed the character of a good composition. The 
(Samgita) — Ratnakara has stated the excellences of a 
good composition in the words 'weighty however (is a 
.compostion) by sweetness of sound, passion, depth and 
softness! etc. That is why (the words) ! laksyate 
Tagabharita....! visuddha means a song Called suddha. 
"clear harmonious'. It means a song giving rise to | 
a gramaraga, tasyah sverasamyogan means recital of 
various notes in te This is characterised just there 
(i.e. iri the Samgitaratnakara) thus : '(A song) is 
generally clear (and) harmonious on account of simple 
and charming notes'. Varna — paricaya ! familiarity 
with notes' is explained as sthayysrohyyavarohyatma- 
kaganakriysbhasa 'pratpicing the recital of notes, 
permanent, ascending and decending'. ragaparivahini 
is also explained as 'ranjanam ragah/atyantaranjika 
'that which delights is raga. It is extremely delight- 
ful. Here the song is connected with dhatu it is not to 
be described as a giti 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


- 70 =. 


m The effect of the song, which I said is 
useful as uddipana Vibhava, is expressed in Dusyanta's 
words $ d T Gu cit ie a 
उक न ug गोतार्थमाकण्डष्टजाविरहाहत Tu बलवदृलत्कण्ठितो feu 
Raghavabhatta paraphrased these words thus 2 
मघुरादु्तिसुसदा हव्दा गा ता दो न्विश्म्य-- - GGT TH विरहो Far 
"Having heard the sweet notes like song etc. which 
please the ear, even a man in happiness begins ‘to 
feel longing (for someone). jantuh means all beings, 


EE E EE 


explains : 
अत्र स्वस्य (eq Sade ) SATO Ta STA seuredual---equ ग शोच्या 
"Here is understood by suggestion Dksyanta's love for 


oS 
Sakuntala which sprang up in earlier life(or lives)". 
And thus is suggested the continuity of permanent 
love. He explains the word nunam as niscitam (and 
not otherwise) with an emphatic assertion that the 
verse is an instance of the figure of speech Kavyalinga 
"poetic cause’ on account of rasotpadakakaranasyokti 
! he mention of a cause for the production of rasa’ 
reveals how music acts as a factor in the production 
of rasa, viz. Srngara which is to develop out of rati". 


= The second song is from the Malavikagnimitra. 
This I should discuss in rather more details, for 
Malavika (the heroine of the play) is to sing the sonc 
and then express the contents (viz. emotions etc.) of 
it with suitable gesticulations and dance. Kalidasa 
employs all these means of natye with a view to 
producing the rasa, called ayogavipralambha srngara 
which is explained as 

सम्प्राप्ते: प्रागसंगो यर्तपयोग gars] 

'They deseribe ayoga as the state of non-union before 
actual meeting? Kalidasa has carefully arranged 
every detail:of this song recital. Thus, he has 
first arranged mrdangadhvani ‘the beating of the drum! 
which produces a feeling of delight sn the audience, 
viz. ei er ia) 'the female ascetic', the king and 
others ... see how the female ascetic expresses her joy- 
GOTT - हन्त प्रवृत TT. तथा ÀT 
र ` लोपृतस्ततितशकिमिर्मद र . 
उद्ग्रो वरन्‌रसितस्य पुष्करस्य। 
निद्रा दिन्युपहितमध्यमस्व रो त्था 
मायूरो mafa मार्जा atat 


` 


ET 
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"Female ascetic : Ah. Music hes begun! For this note 

0f the:drum which is dear to pea-cocks, 
delights the ming, deep resounding, 
beginning with the high pitched 

middle tone (of the drum, I say) 
answered by the peacocks with necks 
erect, suspecting that it is the 
thunder of rain cloud". 


I avoid the details concerning mayuri marjana that are 
given by Bharata. ^ A. gnimitra, the hero of the play, 
also Says: j 
tao SA. त्वर+ति वा ATTY a 
"This raza in the beating of the drum hastens 

me even if I have tried to maintain fortitude". Here 
murajavadyaraga means murajavadyasya ranjakatvam ‘the 
delightfulness of the (beating) drum' and tvarayati 
as cambhramayati puts me in confusion. In connection 
with this situation, it is worth-noting that the 
commentator Katayavema observes $ 

अन्न नृत्यदशनानिए यजानते प्रथमाकार्थ समाप्ते fu तमदयाप्दैवोदराकादौ- -- 
A सगो तरचनाया: निपातनाद TANUT ATITA Pe aa 


मवति। 
1 Though here the plot of the ist Act, viz. deciding 


to 3३७ the dance performance is complete, still there 
is a mention of the musical recital (etc.) to be 
presented in the subsequent Act and, therefore, there 
is a dramatic device called ankavatarana. ' 

* Now what Malavika is going to present is 
Sarmistha's composion with a laya in the middle and 
consisting of four padas. This is explained by 


Katayavema as $ 


~ ` E 
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तस्याः (-शर्भिष्ठायाः) कृति! काव्यम। Cats BAI ताढ़कालेत Tes 
quaa ॥। चतष्पदा चत्वारि पदाति सण्डाति, अस्याः, सा दथाफा! 
---84 शंगारस्य प्रतिपाचत्वाल्लियमध xu] तथा चीक मारतोये - 
"goreeTealdeaga:| वरुणो विलाम्बित:। वोररौद्रादमृतबोमत्स 
मयानकेषुः द्रुतः FY 
Sarmistha's compostion is 8 song (lit. poetry). It 
is of middle 82816 of notes on acccunt of the time 
taken by tela. गर ie Catuspada ‘consisting of four 
parts‘. It is called layamadhya since it depicts 
Srmgara. For this it is said in Bharata's work.: 
In Srngara and Hanya, there should be madhyalaya 
In Karuna, prolonged. In Vira, Raudra Adhhuta 
Vibhasta and Bhayanaka it is quicker. 


This explanation seeks to show the intimate and 
conventionally accepted relation between music and 


rasa (which is. to be produced). 


Let us then come to the song itself (as introduced by 
Kalidasa) Í 


मालविका - (उपगान इत्वा चतृष्पदवस्तु गायति 

i | qet fuat मे dfeu भव fess foriTd 
आम्ही अपगवो मे पशिप्फ ee fs fu बासो। 
eal सी चिरदिट्ठो कह उणा उवणइदठ 
एई म पणहीणा लू: झगणाअ सतिण्ह|। 
(ततो यथा was Tas 


Malavika : (Approaching with a song, recites the 


composition of four parts). 


My beloved is hard to obtain; be without 
hope with respect to hin, 0 my heart. 
Ha! the outer corner of my left eye is 
throbbing; how is the lover, (who is). 
seen after a long time, to be obtained? 
My lord, please accept that I am full of 
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longing (for you though) I am helpless 


(lit. dependant on others for every 
thing. | 


(Then she acts sccording to the rasa 
in the song). 


The words upaganam krtva are explained as 
ragadiptam krtva 'making it bright by a raga'and, 
therefore, it is indicated that the matter of the 
composition is set to tunes with a view to making it 
more effective. Again, the stage direction which 
Kalidasa has given is equally telling. Malavika, i.e. 
the actress who plays the role of Malavika, acts in 
keeping with the resa which the song has the potentia- 
lity to develope. . The commentator's paraphrase of the 
Stage direction is tato gananantaram yatharasam rasa- 
nukulam abhinayati 'Then, after the song is over she 
gesticulates according to and in conformity with the 
rasa.' What is more important is the elucidation of 
the bhavas in the song which develope into rasa- Thus 
the commentator states : WE 

अत्र चतष्पया: पादचतक्टऽ क्रमेणा निर्वेदः विस्मयो eS रि aT 
यं चेति सचािमावास्तःवन्‌भार्वसरागादिमिः सप्यकप्रका शिता 


स त्यनसधेयम। 
'We should note here that, in the four padas of the 


Catuspadi the poet has revealed nirveda 'dejection', 
vismaya 'surprise' harsa 'delight' and cinta ‘anxiety', 
in succession, by means of the sancari-bhavas, anubhavas 
such as change on countenance ete. Yet more important 
is the conversation between the Vidusaka and the king 


for it explains the rasa-nispatti in s#me way. Thus 3 


किदुक - (जञान्तिकम्‌) AT चडप्पदवरु्ध दवा रा रटे लुई 
उवह्ठाविको अप्पा REEI ¢ 


jn Ge 
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राजा = qu वमेव ममापि ESUH| अनया uo 
` जामिममन्‌र नाध feria गेये 
वचनमभिनयन्त्या; LITT PATS IS | 


A 


प्रणयगतिमदुष्टवा u erna aT 
26 X 
अहमि gT ATAT : || 


Jester : Ha. (My friend, it sppəars to me that) 
ledy has made the composition of the four padas as 
an excuse and submitted herself.to you 


King : (Yes. my) friend, my heart also does likewise. 
Indeed this (young girl) had addressed berself 
‘to me under the pretence of a delicate request 
in the song (with tke words) Know, my lord, 
l.am devoted to you ecting according to the 
y words and pointing to her own person since 
she saw no other way of revealing her 1005 


owing to Dharini's presence nearby! 


.l drop the description of Malavika's 
dancing postures which also had contributed to 
| rasaviskara, but I must invite attention to the 
i female ascetic's.observaticns. She says - 
उगेरन्तर्निहितवचनैः cru quum 
पादन्यासो ठयमनुगतस्तत्मयत्व रसेण | 
राखाथी निमुंदुरभितयस्ता डिकल्पातवदी 
2 | भावी: माव Asta विषयाड्रागबन्व: ए vehi 
"The meaning was well conveyed (lit. suggested) by 
j 1 her limbs which were full of language, the movement 
of her feet wes in perfect time, he was: completely 
absorbed in the (presentation of) resas; the acting 
was gentle, bzing based upon the measure of the 
dance; in the successive development of acting, 
Contd. 
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a bhava occupied the place of another; the 

series of emotions was the same (as was 

enshrined in the composition of the song". 
However, song of the expressions in her statement 
demand particular attention. Thus rasesu tanmayatv am 
means rasavisayesu tadatmyam/ (rasatmata bhavatity 
arthah) 'Shr was one with the rasa to be presented! 
and the commentator's observation also is quite 
pertinent. He states :- 


अत्र रसशव्देनोपचा रा त्पररतो ST SAT दिमावा: करथवन्ते। . 


प्रकतरसस्यैकत्वादसैणष्विति बहवचनानपपरी, प्रसगालती 


'Here the word rasa conveys metaphorically the bhavas 
in their excellence; for otherwise the plural in the 
word would be unreasonable ihe intended rasa is to 

be just one! 


I believe that the foregoing is sufficient to: clarify 
how Kalidasa would understand rasa-nispatti.throv 
the meaning of the song, gesticulation and dance etc. 
But I.would revert to this latter after citing an 
instance from another reputed Sanskrit play, the 


Mrechakatika. I refer to the 5th and 6th verses in 


the 3rd Act of this play, where Carudatta describes 


the state of his mind after attending a musical 


concert presented by Rebhila. He says *- 


वयस्य सुष्ठु खल्वय गोलं STRIDOR I--- 
रक्त च ATH मधुर च सभे the च 
भावान्वित च ललित च मनोहर च। 
far प्रशस्तबचनेदहमिर्भद्क ए- 
अन्तर्हिता यडि qubd ub 


अघि च 


तं तस्य स्वरसंक्रमं मदृगिरः fisse व aie 

oT ATIA RITA A तार विरामे gui 

हेलासयुमित पुनश्च ललित ITT Sear hia 

यत्सत्य विरते fu गोतसमये Te yarali REE 
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'Indeed, the honoured Rebhila has well sung 


today. 
(Thus), his 8078 was undoubtedly lovely, 


sweet, smooth and clear, impassioned, 


n sraceful and charming, Or what use 
if I utter many praises! I am 
rather inclined to believe that 


there was a female covertly stationed 


(in him). 


To day the truth, even after the 
time of his song (has already) 

gone by, I just walked home hesring 
the rising of sounds (of his sons), 


harmonious. 


It must be noted here thet Carudatta (reall) 
Sudraka) does not mention the contents of the song 
which produce an ineffable delight. The song is 
mentioned as a thing of beauty, a joy for some conti- 
nued duration. However, tho word bhavanvitam whic} 
is paraphrased by the commentator Lalla Dikshit as 
ratyanvitam (where the bhava is rati) and Prthvidhara, 
as Sadabhiprayayuktam, and alternatively as ganabhi- 
prayasucakasariracestavat, is very important. It has 
some connection with the meaning of the song, but 
Carudatta did not feel it necessary to mention the 
Same expressly. He expressed merely his experience 
of delight. 


I do not propose to explain the technical 
terms a in these two verses which pertain to music, 
for that is not my purpose. I have cited these mercly 
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“actor etc), but implied by. anubhavas (aon acting) 


and changes in (suitable) acting. 


0020 


to point out how a musical recital would result into 


pure delight and not inevitably lead to rasanispatti 


8S One, conversant with the discussion of rasa theory 
in the context of music, would expect. 


It would be legitimate, therefore, to raise 
the question as to‘ why the theory of. rasa occupies a 
place in works on music. As answer to this question 
arises out of the discussion of the passages from 
the plays of Kalidasa. The key-word is evidently 
rasa which is intimately connected with bhava in the 
first instance and then with abhinaya (which should 
include dance also). Also I have referred to the 
term rasa nispatti and translated it as ‘production 
of rasa 


The question is two-fold $ ‘whose bhava? 
and 'what is bhava? Bharata's answer to the question 
is noticed in the following three verses which have 
come down to him from tradition 

विमावैराहतो यो uf हनभावैस्तु गम्यत। . 

वागंगसत्वामितय: : इ पावे इति ahaa 

वारमुलरागेणा सत्वेनासियदेन Fl 
क्वेरत्तर्गत मावं भावषन्थाव उच्यते 


"That is bhava which is represented by vibhava (i.e. 


of speech, bodily movement and changes.. bhava is E 
so called because it manifests the bhava in a poet's i 
mind by means of modulation of speech, bodily movements 


know these as bhevas, since they mani 
the rasas and are connected with va 


. 
` 


च 


ipei: ug 


ee Tz) 


Iz; -78 = ०७, 


Obviously, Bharata uses the term rasa for 


Signifying an art-object which is produced from bhava 


picture of some organised whole of a mood' in the 


poet's (iie. playwright's) mind through the medium of 
excirant factors' anubhavas 
and vyabhicari- 
al ania) 


vibhavas 'actors sni or 
'the gesticulations of the actors' 
bhavas 'the subordinate moods revealed together 
the principal one' Bharata makes this yet more clear 
by Means of a drstanta 'an illustration’ : he wri 
यथा नरेन्द्रो बहज्ञपारिवारोौं fu सन्स एव नाम लमते AT=a: 
सुमहानार् TIO) तथा विमावानुभावद्याः: 
स्थायी मावो रसनाम 9Ud 


भवति चात्र इलो कः 


था नराणा TAI: शिष्याणा च यथा TO 
QU 
vq हि सर्वभावाता भाव: स्थायो यहानिह||* 


"As a king, accompanied by a large retinue, along 
gets the title (of the king), not any other person, 
howsoever great (he might be), so also it is the 
permanent bhava that rises to the status of rasa 
(as it is) accompanied by vibhavas, anubhavas and 


vyabhicarin arins. 


There is again a verse (in support) of this :- 


'as the king is (great) among men, as the teacher is 


(great) among (his) disciples; so is the permanent, bhava 


great among.all bhavas Oder together with the permanen“, 
Bo to manifest the Pasa EM 
Further, Bharata explains this production of rasa in 


Y 


the following : | 
अत्राहं - रस इति कः पढार्थः। उच्यते - आस्वायत्वात| दथमास्वाय एस: 


` यथा हि नानाव्यकसस्झ तमत्त मुजाना एसातास्वावयोल्तं qu3u: पराः 


gls Ra धिगच्छति तथा नानानावाभिव्यंजिताच्वागगसत्चो पेनानस्थायि 
भावानास्वादयन्ति समनस: फ्रेशका हष दोर चाविगच्ध नित तस्मा च्य ट्य TTT 
इ त्यभिव्याख्यास्यामः। अत्रानुवध्यी vols] भवतः | 


यती. 


अनः ^ 
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यथा बहुद्रव्ययुतैव्य॑जै्बहमिर्युतम्‌ । | EL s 
आ स्यादय TAT Fe भक्रतविदो ATI II >> 


- TAT मिनयसबद्धान्स्था यिमा वा स्तथा बुधा: । 


2 
आस्वादयन्दि मनसा तस्मान्ताद्सरसा: स्पता 


"Eere one asks, What is rasa? . The answer 1's (Tasa 
is that which cán be enjoyed'. (A further ‘question 
arises :) How is rasa-enjoyed? (the answer 1355). As 
people of good tastes (lit. minds) experience delight. 
etc. while they enjoy different tastes, partaking 

of food which is dressed with varous dainties; so 

also the audience of..good tastes (lit. minds) 
experience joy etc. while enjoying various permanent 
bhavas accompaniew by speech and by bodily movement 
and changes manifested in various acting. That is 
how the rasas in drama are explained. LU. 


Here there are two verses (bearing on this 
point), traditionally handed down :- 


Bn people of good tastes enjoy food which is 
dressed with various dainties, so do the learned enjoy 
permanent bhavas accompanied.by acting of various 3 
(subsidiary) bhavas - that is how the rasas in drama 


are explained'. 


It is worth noting here that the meaning of 
rasanispatti which is expressed in Bharata's own words 
(not in those of some of this commentators, both old | 
ts like | 


and modern) was accepted by great Aes the 


i 
Pratiharenduraja (the preceptor of Abhinavagupta), | 


D 
४ 


PR 


> BA o 


विषये हि प्रत्यक कल्पसवेदनोदये रसीदय SCIHTEHTUT:] JETE: 
काव्यकातुके . 


A ० 5 >७ 
प्रणोगत्वमता पन्ते नास्वादसमवेः।. < ति। 
=--EGN दशर पकम्‌। etl 
----HESUM - वाट्यस्येषा इतः tdl----; 


(वाचि यत्नस्तु कर्तव्यों नाट्यरथेषा तनु! YT! 
गनेपथयसतत्वाति वाक्‍्यार्थ व्यंज्यन्ति हि।।). `: 


' (It is, said): rasas (are manifested/produced). from 
a conglomeration like dramatic presentation. Or 
rather, dramatic presentation itself is rasa. For,.a 
conglomeration of rasas is dramavic presentation and 
rasas reside only in dramatic presentation. In poetry 
also, rasa is that which is presented like & drame. 

My teacher (has already expressed his view that) rasa 
is manifested from the poetic content when there is 
manifestation (i.e. experience) of a feeling that 
resembles one (on experiencinz something) directly 
perceived. He has said in his Kavyakautaka : 


'It is not possible to enjoy poetry unless poetic 
composition does not rise to (the status of) a 
dramatic presentation! --- 

(Says Vamana): 'Among various) compositions, dramatic 
composition is the best' ... 


(Says Bharata himself): (That is taken as) the body 
of dramatic presentation.. 


(Effort has ‘to be made (by a writer in his composition 
and by an actor in his speech: as regsrds speech; 
that.is taken (by all) as the body of dramatic 
presentation, for bodily movements and changes and 
drapery (etc) reveal the meaning of Speech!). 
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PTT केणे १0 a त के केणे. शि DA PRI 


t 


यल्लक्ये दृश्येत यत्रास्तराठाप «fu प्रगिद्धिस्दद्यूपाराभार्धा | 


= SBS 
I feel that this explanation of rasa-nispatti in natya 
should help in understanding how music would give 
rise to rasa. But, before T elgriEy bho DO . 
must invite attention to Bharata's attitude to gite/ 
samgita expressed in his own words. Thus, while 
talking about the sources and formation of the 
natyaveda, he states ; 
जगुह----सामभ्यी mais | 
'He took ... only song from the samans' 


And also he states the mythical account of Mahadeva's 
instruction to Brahmadeva that 'gesviculations are 
necessary for adequately expressing the meaning of 


the songs $ 3 
---- महागोतेष Fe (थार्न्सय्यगेवामिनेष्यासि 


e 
S 
| 


'You will enact the meaning of great songs'. 


Again in the samgrsha natyarthas, i.e. in the 
enumeration of the padarthas 'things' to be presented 
on the stage, he includes gana 'singing'; this view is 
restated in (as A5hinava's commentary on 6.10 shows) 
in the words of Udbhata's followers: 

r ` aS m VR i3 
अभिनयत्रयं गोतातोये केति TU ITEAN 
'The threefold acting : song and instrumental music 
> 2 = + - p ese + IU 3 t 
form the five aspects of dvamatic presenvation > 
Notice must be taken alsc of the line. > 
< 
S UP amea ege v3 ° 
शारोराइदैव AUTT Wea SSNs, स्वश. | 


' There are sever nutes, Sadja otc. vroiuced by human 


IL 


voice and by lute: 


and  Abhinava's comment. 
स्वरा: पाठ्य गानसंगुहोता अपि प्रथगुपाइा: केवलानामपि प्रथोगोपरजहुकल्व 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Ead ob So J See Bee > 


Ns 


(शह 


MSS. > 


'Various notes are to be recited. (But) 
even if they are included in singing, they are her 
mentioned separately in order to include ihe notes 
which can-by themselves be used in a performance for 
delight - for, they sre known;as antaralapa' 
Consequently, the theory of rasanispatti 

does include the playwrite's attempt tc employ music 
for dramatic purposes. This is well stated by 
Srikantha in his Rasa-kaumudi, a work on music, in the 
following verse. 

वण्यत सप्ते STA रससन्दोहल्काएम्‌ | 

ते fu सर्वै स्वय बस्मात्याट्ययाँमाग्यदो पक 


'In Ch.VII will be stated (by me) the 
definition of numerous rasas, since they also heighten 
the excellence of dramatic performance. 
Again he states :- 

नाटये गोते च काव्ये fasc ache रस! 


- 


i 


GIG CGA 
'rasa, pure and fully developed (in form) resides in 
the following three ४ a dramatic performance, song and 
poetry.' 


I must not forget Bharata's important line 
एस रति कः पदार्थ: | उच्यते-ऽगस्दायल्वात्‌। 
and, therefore, would like to point out that rasa is 
asvadya 'to be enjoyed', i.e. asvada- visaya 'an 
object of enjoyment! and that it is provided to an 
audience by some artist(s). At this very point, I 
should observe that the word rasa has in language 


more meanings. than one; it signifies an art-object 
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in the first instence (as I have pointed out), a juice/ 


FAAA 


(in various contexts), Gelight (which is the 
effect of 


an art-object) chalet LO Oaa And L would esution 


stucents of Bharata about the danger of committing en 
error by proceeding from some prec: nceived and/or: 
commentary-gu-ced stand-point. 


Therefore, before I close, I should ‘take brief 
7 . 


notice of certain concepts connected with the production 
I 


(i.e. presentation) of rasa, which music shares in common 


with Poetios. 


out that, 
developes 


L 


First, the word sthoyin. I have already pointed 


in any rasa, that 00878 which, aided by others; 


into a rasa. So also does a certain note appesx 


in a musical recital again and agcin - it being predo— 


minent. 


As such, the st.ayi-svera is defined thus 


Fe स्थित्वा योग Ever «Sed हि 
। स्थत्वा स्थित्वा Galt: Baie स्वस्थ य.| 
ना यो दए ७, r EXAM JAS 

स्थाठा वणाः प ee 


। That note is ‘to be known gs sthayin which is employed 


(in a musical récital) again and again. 


poetics, 


the charm of a poetic ccm scition 
In music also, elemkara is a peculie> employmeny 


note - of course. 


Next in importence is the word almkara. In 


it is a peculisr mode of speech that heightens 


^n some way or o5nez. 


e > : it 5 a >) 
for heightening 1ts Cnarm. 


Two important 8802008 of rasa in Poetics are 


guna and dose wacss oresence ana absence zespective.y 


add to the beauty of poetry. In music aiso, it is 


necessary 
is why Bharata explains the gura 
in dramatic performances: 
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to introduce cunas end Jo avc-G dosss- 


and dosas of music 
Thus ne statess 


a 


TOTTI yada गानं देष चेव ( 


| x ऽ दोरा 
तस्भायत्मैन विशेष गूणादोअरी ware 


"m 


ES 


MEME o n pr^ 


क 


TN Se 


SSA 


Song appears in a dramatic performance for 
Guna 'excellence' and with the dosa 'fault' removed 
from it. As such, one should endeavour to know their 


nature, (at least), in brief.' 


This (very brief) notice of a few words and 
concepts in Poetics and Music as parts of a whol 
system of Bharata would easily point to the later 
abstractions of these in later times, when the various 
aspects of Bharata's system differentiated themselves 


into full-fledged individual systems. 


And now I conclude with a remark that rasa in 
a dramatic performance is & deliberate arrangement by 
a playwright of various aspects of his composition- 
there are certain conventions founded by him. Many of 
these are peculiar to different regions of India, as 
is seen from the names of varicus vrttis ritis such 
as Magadhi, Gaudi, etc. These conventions are condi- 
tioners for a connoisseur. That is why certain notos 
and certain ragas are taken to be connected with certain 
rasas (so called). Nevertheless, I may observe that 
creative artists have defied these conventions and 
employed ragas conventionally connected with certain 
rasas, for other purposes. Thus the raga Asavari is, 
I learn, employed by an artist for =: marching A4ünesn4e 


and Bhairavi for a song of patriotic fervour - both thes 


ragas are generally employed for developing Kerune rasa: 


. NOT ES 
1. Cf. Bharata's Gitalamkara, ed. Damelon and bhatt, 
Sondichery, 1959, Ch.13; Narada's Samgitamakarands, 


iv 


| 


1000000400000 #43354 ke ht Hf omm PIAA Ne) Ay a! ६११ Ha m PH | १ ९९५९ Pere qt १५) ९९९१ ५९९ ९१७९१५९” n m 


GOS XVI, Baroda, 1920, p.5 - it refers even individnel | 
svaras to rasas, also p.19 deals with rasaprayosayivit 
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Ratnakara, ASS 35, Poona, 1987, Ch. 7 verses 1362 ff 


d Subhankara's Samgitadamodara, ed. Gaurinath Shastri, 


Calcutta Sanskrit College Series No.XI, Calcutta, 1960 Ch.5 


I refer only to Bharata's Natyasastra, Vol.IV, GOS 145, 
Baroda, 1964, Ch.29 verses 12 ff. where he relates 
Sao 


varhous jatis to different rasas - this is a matter of 
common knowledge. 


Abhijienasakuntala, with the commentary of Raghavabhatta 
"th ed. Nirnaya-Sagar, Bombay 1915, pp.14. 


I leave the word rasa untranslated for its meaning 
become clear in the course o? the discussion The 


relevant Sutra ७९ ET स्विमभावानमावळ्य मिना PUT ITS T98W ii 


Cf. Natyasastra, with the commentary of Abhinavagupta, 


Vol.I, GOS XXXVI, Baroda, 1926, p. 274 
cf. Abhijnanasakuntela, op.cit, p. ४ JTRHUPIUT ढङूण ख्ये, 


चास्य बन्ध रति शेणम्‌। २५ च गोति.। तत्लकाण शुभा, - याऽच्चर्‌वशङदेऽङा र्‌ - 
स्थद्व्सिणाविसगेमस्तगुरु STI ति! WA! TTT श्भा चाऽच्तरवघथड्ेउदा र- 


WET aR | 


cf. Brhaddesi, TSS XCIV, Trivandrum, 1928, p.49 s 
अथ गोति प्रक्वञा मि ESET + + 1» 
(सम्भा विता) च विशेष एसम्ल्विता | 
पथलाख्या चे विज्ञेया QESST एसमत्विदा। 

And refer also to the preceding note. 

cf. Abhijnanasakuntala nanasakuntala, op.cit. pp. 150—152 


Ibid., p.150 


Ibid., p.151 (Read शत्र धातृसंवद्धा। T तु गोतिशव्दवाज्या।  ) 
BLASS DIA | क. E 4 

Ibid. - 

Malavikagnimitra, with the commentary of Xatayavema,: 3rd 


ed., Nirnay Sagar, Bombey, 1915, p.26 : 
agr fafie: स्थाबूनोजातामिह॒ुणयी:। 
विप्रलम्भस्य "ar: स्युरनोगो विरहस्तत: ।। 
Ibid., p.22 
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19. 
20. 
21. 
22. 
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Ibid., p.23 - read the following technical details 3 


पायरो वार्घगायरो तथा कामारवो लति च। तिप्रस्तु पाळा रया! WSs wz 


गात्धारो वामके काफी eat दक्षिणपुष्को। मध्यमश्योध्वंग: cuf पायया 


वामके Tat षडज TAT दक्षिए तथा। धैवतः i GUES IESI 


Ibid. 
olla pe 24 
Ibid.,. p.25 
रग p. 
Hala. p.28 
11001 ENO 5 
Ibid., p.30 
Ibid. 
Mrechakatika, with the commentaries of Lalla Dikshita 
and Prthvidhara, 2nd ed., ed. Godbole, Bombay, 1596, 
pp- 132-33, The commentary of Lalla Dikshita supplies 
the following technical details : 
र्का STII अतो . मधुर रागमाधर्यवत] ---X41dl 


-स्वशाणा तिणादषेमगाऱ्धा एणड्जमध्यवैवतपनपाना--समो दो? 


फ्रमपारोहावरीहंह्पम्‌। --श्रिष्ट qIdTSTICOTedU4T अ्रद्याण्णम। 
SSA” घी qeudT---| हेला रागस्थारहावरीहयी रेप uu 


ल्त रागेष fuftpougf 
Natyasastra Ort Weir, pp-346-47-Ch.7,verses 2— 


Josh |) PP-35C 254 

Ibid., pp. 289-91 

Ibid., pp. 291 

Ibid., p.292 - the reference is to Vamana's Kavy alam 
karasutra 1.3.30 € 

गत ef लए 29180, Vol.2, 1934,p- 220-Ch.14,verss 

Natyasastra, Vol.l, op.cit, p.14-Ch.1 verse 17, Also 

in Svaraprakarana of Ramamatya's Syaramelakalenidn, 

Noes eas ine, Vol +l, op.cit, p.9C Ay 

Ibid., p.265 


5 Man / er 
॥ चच VI verse 


` Ibià., p.261 


Ibid., p.271 


Rasakaumudi, GeO sop, Baroda, 1963, Cimo o verse 1 


Ibid,, verse 2. to be cited. 


4) tees 
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40. 


Semgitaratnakara, op.cit., 1.6.2. 


fusequtus tag 
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Ibid., 1.6.3 - read’d 


"Cd Yasid] 


Natyasastra, Vol.4, ०७००४७, p.393 - Ch.33 verse 1. 
Also cf. p. 392 — Ch.32 verses 436 end £37 . The 
discussion of Guras and Dosas in 


well-known to be cited. 


For a notation of this, refer 


to 


Poetics are ४०७ 


Shri H.V. Datye 


(the author of a Marathi book Gayani Kala Kala), 319 
shaniwar Peth, Poone-411002. 
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Two distinctive fostures of tho aesthetic that I 
have Jaren advocating, wore का to me by my 
intuitive experience of Indian music,- One is that the 
mental state generatod by my experience of an Iniian 
musical recital, whatever be the rag of tho recital, 
is not one of emotion, not oven of aesthetic emotion, 
but is one of a heightening of 'pure' consciousness, 
untinged by an emotional feel. 

The other feature is that this experience is. 
rhythmical, in a Aistinctive sense, When I listen to 
"घे. pattern of notes in the course of a Khyal recital 
and am captivated by it, I experience a peculiar 
‘tension which I trace to the double character of this 
pattern of notes. These patterns ( say, tanes ) 
acquiro a. 30uble existence -- a distinctive oxistonoo 
of their own and tho relational existence givon to 
them by tho rag that governs them. 

Not motion. but pure consciousness; 

I would like to arguo that the state of mind 
produced. by tho experience of a work of art is not one 
of emotion but.of a pure rise in the level of energy 
that lies at the root of consciousness. There is no 
- such thing as 'aesthetio emotion’; what you experience 
is. patterned energy! 
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Elizabeth Duffy has pointo! out that, as an exper- 
ienoó, "emotion" has throo distinctive foaturos > 
(1) t emotion ! represents a chang» in the energy 
Jevelyor degree of reactivity of the inlividüal.'/ The 
excited intiviiual has an energy level which is higher 
and the १7०७७९१ individual an snergy level’ which is 
lower, than that which ‘he Epl experiences; 
(2)'a second characteristic of tomotidonal responses'. 
is that they are fr ently, if not usually, disorganisoi; 
and (3) a third characteristic attribute? to temotiont 


is that emotion ‘involves à unique kind of ‘Sensation or 


quality of consciousness. ( From EMOT TON“: Bodily change, 


dited by Douglas K. Candland, van Nostrand, New York, 


..1962.) Now the heightening of consciousness which is 


caused by Beathetic 00 याची is characterized by. tho 
first and the last ‘of these three characteristic fentures 
of emotion ; thoro is a rise in energy level and there is 
a unique feel òf tho state of mind. -But there is no. 
disturbance or disorganizatioa in response. In fact,” 
there is an inward poise which is often exporesse? in a 


contemplative countenance. This 4oés not moan. that oa 


goes into the trance of a yogic Samo3hi. One might be 


experiencing an‘ excited dolight, but one’ toes feel: an 
inward poise, an inward Satisfaction of a truly contem- 


plative character, which marks it off from an '@motional i 
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In neurological terms this heightning cf 'puret 
consciousness is connected primarily with the 
' reticular formation ' of tho brain and not with the 
‘limbic lobe' In which dwell the principal centres of 
emotion, operating in Q9o-or2inationun with the hypothalamus. 

The point, I think, is important, because the 
affective response has boen tho stock assumption of 
most traditional soesthetics. The only question has 
been regarding the nature of this emotion. Some have 
argued that it is like any other emotion, while others 
like Clive Bell have assorted that it is an emotion of a 
unique character. Some have regarded it as an crdinary 
emotion suitably transformed and purified, whereas others 
have considered it qualitatively different, an emotion 
in a class apart. J want to arguo that it is not. an 
emotion at all, but only a heightening of pure conscious- 
ness -- a rise in energy level, manifesting itself in a 
peculiar aesthetic poise. 
Rhythmic Tension ; 

As for ' rhythm! , I must make it cloar, at the 
outset, that this is a lifferent kin! of rhythm than 
the one normally mentioned in the parlance of Indian 
music. Rhythm is a temporal concept -- with a develop- 
mental core. In Indian music 'rhythm'.or 'laya' is 
generally understood as the speed of recital, marking the 
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number of beats per time unit of performance, This is 
not the conception of the rhythm I am talking of. The 
rhythm of my conception co-exists with the standard 
rhythm of Indian music. 

By ' rhythm ! I mean the tension created by the 
double existence of the parts of the artistic whole. 
Unlike in practical life, all parts of an ertistic 
whole are significant. But it is different in day- 
to-day life. In the case of a table, for instance, 
the same object can serve as a writing table, a coffoe- 
table, and something to stand on in order to fix the 
ceiling fan. While considering it,as a writing table 
one is most concerned about the height and the top of 
the table ; is the height adequate? Is the top smooth 
enough? In the case of the coffoe-table we are mindful? 


again of the height and top, but in a slightly differont 


sense; is the height comfortable onough for the posture 


we are adopting? Is the top good enough to keep a cup 
or a tray ? And when we are using the table to stand. 
on while fixing the ceiling fan we are e त with 
its height and strength; is the height adequate 

enough to be able to reach our hand to the fan ? 

All other features of tho table are more or less 
wholly neglected. We-are not really concerned with.the 


polish and design of the table except in an extraneous 
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The work of Art, however, is a monad aha ho éx- 
traneous considerations arè allowed. ( A:tmonadt“is a i 
windowloss whole’ from which nothing oan go ०४४ and into 
which nothing cán come from outside.) 071 tho parts of 
a work of art sre significant and wo are conscicus of 

them all, although in Aifforont degrees. Only those 
parts ‘that are“rekated ‘to the céntral core of the artistic 
whole stay, and those that have no such relation go 

out; they simply have no place in its structure. “as” 


Hugo Munsterberg long ago said, in Tho principles of Art 


Education,a work of art is to’be viewed in isolation, 


in contrast to a scientific analysis which derives its 
significance in establishing ‘outgoing Cdnnections. 


( See Melvin Raderts A modern Book ‘of ‘aestherios,pp. 


434-442.) ` v ds emo unm PNE ES 

Now, when you think of à part of the whole, you. 
award a kind of autonomy to it. This autonomy vories 
in significance in proportion to the significance of " 
the part in the artistic whole. In appréciation Gras 
work of art you bocome conscious of ‘the autonomy Af ' 
its significant parts, of a metaphor in a poem or of 
a colour or line in a painting, for instance. In an' 
Indian musical recital of a khyal certain patterns of 
notes ( say, tan-s ) acquire ‘autonomous importancó. 
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You tend to concentrate attention on the distinctive 
beauty of these. But if any one of these, however 
excellent in itself, does not conform to the pervasive 
 rag,it becomes immediately disturbing and is considored 
a blemish. The entire piece tends to be flawed ^ocauso 
of this. This means that this pattern has- a double 
existence. It has a beauty of its own, and it has, 

-at the same time, an assigned place in tne composito 


whole because of its relation to the central core. 


` A metaphor in a poom tends to admired for its indi- 


vidual charm, but is frowned upon if it does not 
rhyme with tho total spirit of the poem. A strain 


of colour or a line in a painting, however beautiful 


in itself, can spoil the entire painting. 


Not all parts may characteristically participate 
in this. double existence. But the more significant 
ones necessarilly do and thus acquire a double ex- 


istence. They exist simultaneously in relation to 


themselves and in relation to the central core of the 


artistic whole. . Your consciousness of them tends to 
demand a double loyalty to their local beauty ani to 


their relation to the.wholé. ..The focal point of your . 


— 7 


conseiousness is at one moment concentrated on the 


local beauty and the next moment on their placo in the 


whole. This creates. a kind of rhythmic tension which 
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constently movos your attention back and forth -- may 
be subconsciously but most assuredly. This rhythm 
has a great significance for the appreciation of a 
worl: of art. 

Music is considered the purest of arts. The 


musical sounds have hardly any representative character. 


Their beauty almost wholly consists in the felt 


quality of sound of nada: 
What applies to music applies mutatis mutanlis 

to other arts. The experience of a work of art is 
that of a rhythmic pattern of energy and should 5e 
valued as such. 
The Role of Imagination : 

Now the question is : why does this happen ? 

Why is the state of mind, occasioned by the appreiation 


of a work of art, not one of emotion but of pure 


consciousness ? And why do we experience the rhythmic 


tension Gaused by a double existence ?' 

| This is because a work of art is a pure image 
dieere from the normal emotions that accompany a 
practically significant image, and acquiring a inonadic 
character, This pure image is the result of a 
characteristic attitude of art creation and of art 
appreciation -- the attitude of concentrating cui 


` 


on the imagistice side of experience, to the neglect 
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of its normal conceptual and emotional sices. Not 


that these aspects are totally neglected. Imagination 


uses them all, but towards building up an image. 


What is this imagination which plays such a 


peculiar part in art? 


The function of imagination in our normal per- 


AS at + sca s 
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ceptions is clear. There is, to begin with, a stimulus 


object that casts an image on your eye or ear. This 


image is carried by the mechanism of the c^ntral nervous 


system to the appropriate projection ares of the brain. 


There it is transformed, as if by magic, into a 
conscious image.  Imagin.tion plays a vital role 
in this megical action. 

Suppose you have previously seen or heard the 
object or similar object on numerous occasions. Those 
previous impressions have boen stored in your brain. 
(Prof. Wilder Penfiold, in his numerous experiments, 
has testified to this kind of storing). The brain 
stores not only the physical impressions; a conception 
is born there of, and: gets stored along with them. 

( Wilder Penfield has testified to this also.) Out 
of these numerous perceptions a standard image concept 
of a class of objects is formed. When the image in a 


new perception is cast on the brain, the imagination 


compares it with the stored-up image-concept and declares 


\ 


\ 
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that it is a table or tree or the barking of 2 Jog, 
or whatever it is. 

In perception imagination is EA to the stimulus 
object, but of the myriad image concepts stored in the 
brain it is obliged to call up only the one that is 
appropriate to the occasion. But what happens in sleep 
when our sense-organs iie dormant ? Our imagination 
does not go to sleep. It continues to be active. It 
rummages in the store-house of image-concepts, breaks 
them up if necossary, and binds them up into strange 
combinations which we call droams. 

Dreams testify to tho essentially freo character 


of imagination. 


[ 
E 


Imagination, which is by nature free, has, one 
can conclude from its dream activity, the power to 
isolate the individual factors in the process of per- 
Ecco and build around them and out of taom new 
य of consciousness. 

What- are the factors in perception ? Perception, 
we must remember, is a proccss. Pro-erly speaking, 
there is no perception; there is only perceiving. 

| One can conceive of well defined stages in the 
percoptual process. First, there is tho imagistic 


impact on a sense organ. This is immediately, almost 


simultancously, followed by conceptualization. This 
hos CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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The phenomenon of DREAM allows us to conceive 


of imagination as a free agent,  Phenomenologically A 


z 


drea/s are almost always alogical, inconseguential 

unique and are forgotten with eight minutes. This 

H 0 Á : A ms d ret 74 B 

| means that dreams are different from the rational practi- 
; i pa 


cal affairs of iife. The imaginative power that prompts 


and organiezes these dreams aust theref ire be considered 

free. It has the capacity to isolate any of these " 
a D p V aaa : s L3 , Ld ^ 
P links in the chain of perception-isolate any of the m 


stages in the prccoss of perception, view it in its 
purity, build around it a pattern cf consciousness, 
using in the BPO whatever is PR Gas in the 
COGENTE information : imazesie concept emotions, 
etc. T does not confine itself only to the imagistic 
aspects of the Stone up information while building up : 
an imagistic pattern, or only to conceptual aspects 

à while building vp a conceptual pattern; it tries to 

use all other aspects towards strengtrening that parti- 
cular Stool it only tries to coserve the dlisciplino 


tf ofa P aicut 


of that particular aspect; for insta ce, in building 


ti £ 


p conceptual vatterrs it sticks to the logical iun 
‘ 4 " UM 


ions of concepts. A philosophical system is h 
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it is an organic pattern is provided by the inter-action 
between the subpattorns. It is possible to strengthen 
the cementing force by the use of concepts and emotions. 
This happens primarily in literature. May be othor 
arts ( like music & dancing ) make use of these ; but, 
I am sure, the use is marginal. 
Involved in all Cultural ‘roducts 
Out of the initial imagistic factor of per- 
ception imagination creates art--of course, rein- 
forcing it with concepts an! emotions wherever necessary. 
Since the days of Kant imagination has been consideroi 
the primary agent in the creation of art. The forau- 
lations of Coleridge and others must be regarded as 
perhaps extended footnotes to the Kantian view. But 
I wish to argue that imagination is also at tho root 
of the other cultural products of man. This should 
not be surprising : imagination, we recall, is involved 
in the very process of precopticn; and since perception 
is the basic functioa of consciousness it should 
follow that wherever man's consciousness is involved 
imagination should be at work in some guise. It wo 
further note that one's perceptions contribute to the 
formation of one's persnality, we would be ready to 


appreciate the importance of imagination in man's doings. 
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If out of the sensuous imagistic factor of per- 
ception imagination begets art, out of concepts it 


creases science and philosophy. It uses emotion to 


create the world of play. The contemplation of pure 


energy allows it to create the speculations of higher 
religions. In the power of will lie the origins of 
ethics. Imagination doos not stop here. Instead of 
allowing perception to dissolve in action it sometimes 
plays with imaginary, acts and creates plans which play 
such an important part in physical and social engineering. 
Art, science, philosophy, play, ethics, religion and 
/plans can ‘be related through imagination to. the 
several indiviiual phases of the process of perception. 

I am, in othor words, arguing that it is TEE se C GI 


2c 


which is the real creative factor in cultural efflore- 


scence. The difforent aspects of human culture are 


related by imagination to the different aspects of the 
perceptual process, using on the way, in sufficient . 
degree, the necessary BOG like image, concept, 

emotion, will energy and action, and drawing on wa3atever 
is useful ana necossary in what, is stored in the 


conscious, the subconscious and the unconscious cf man. 


The Biological Urge : 


But we must remember that tho »prolucts of imazination 


are not always had in their »oristine purity. The 
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biological urge to live has the aeey to corrupt 
these. products--drag them into the practical field. 

In fact, this biological urge has a priority over Be 
free play of imaginstion. In all fielis, the biological 
urge asserts its prelominance over the tendency of 

the imagination to weave free patterns. In the 

beginning man was almost wholly a practical being -- 
very much like an animal. But even animals have 

some imagination, at least the higher animals. With 

the enlarged neocortex tho gift of imagination in man 

is much bigger, an3 yet this imagination was first 

yoked to the tasks of practical life. In the beginning 
man was wholly pre-occupied with the business of living. 
First there were utensils, and only after wards man 
thought of beautifying thom, Religion first mani- 
fested itself as magic wedded to practical aspirations. 
First were the rules of life in a community end only 
later man thought of abstract ethics. Therefore wo 

got crafts before art, apolie4 science before eor tioa 
science, philoscphies of life before technical philoso- 


phy, social ethics before ethics proper, physical 


exertions before play, and practical actions before 


plans. The results can be tabulated as follows.: 
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Factors in perceptnal Impure products of Pure products 


Process imagination Imagination 

————————————————————————MÁ—— 
Image Craft Art 
Concept Applied Science . Science ` 


Philosonhy of life Philosophy 


«Emotion Physical exertion Play 
Energy Functional Reli- Higher 
gion princiolo of 


religion 


Will Social ethics 190४105 


Action Practical iction Plan 


In perception imagination is tied to the 
perceptual process which is the basic. necessity of 
practical life. In dreams, which don't scen to be 
practically टी तती imaginntion is free. Percep= 
tual experience is practical experienco. Dream 
experience is ST not so. Imagination helps in 
the formation of practical experience, but there it 
is tied to a given perception. But imagination in its 
free play can create and treat experience for its own 
sake. This exnerience occurs independently of its 


theoretical or practical considerations.  Theso 
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consideration flow from the conceptual aspects of 


perception. If perception is freed of these asnects 
what remains is the imagistic phase. .In treating ex- 
perience for its own sake imagination can therefore 


preoccupy itself solely with tho imazistic aspect. 


It can break up~several perceptions, isolate. imagistic 


aspects and build out of them now imogos. This is 


artistic imagination, whose a priori princinle is ex- 


— 


perience for-its own sake. 


The observance of this primciple turns experience 


into a monad which is characterized by the rhythmic 
y 


PUTET LIA 


tension of double oxistence which I havo discribed 


above. Again the fact that experience is Aivorced 


—— —Á— RR 


from its theoretical aspects makes it free of emotional 
stress. What remains is a pure heishtening of oa o ic 
Consciousness. It is the free play of imagin:: tion 
which concerns itself with pure images that creates 


the two aspects of artistic experience with which I 


.Started this paper. 
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NADA IN INDIAN TRADITION 
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JAIDEV SINGH 

The word Nada is untranslatable, for it conveys 
different ideas in different contexts. It has, however, 
a core of meaning which is esoterically common to all 
the usages of th word. In its essence, it means the 
stir or impulse of the Divine #ill which manifests itself 
to the ear at a gross level as sound. This paper will 
deal with Nada in its four aspects, viz.: (1) Metaphysics 
of Nada, (2) Nada in Yoga, (3) Nada as described in the 


philosophy of Grammar, (4) Nada in Music. 


1. Metaphysics of Nada 

After the great cosmic night or pralaya (dissolution 
of a world-system), the desire of the Divine for 2 vision 
again of the lost world is associated with a sense of 
void. The vision of void is accompanied by an indist- 
inct sound designated para nada or Supreme Sound which 
fills the entire akasa. This is the first spanda or 
motion.’ The subjective Divine ill takes an objective 
form as spanda or motion. "And wherever there is motion, 
there is sound. Even Otto Karolyi in his book on™ 
Western xusic titled, Introducing Music,says: "The 
creation of the world, however it came about, must have 


been accompanied by motion - and therefore sound." SS 


ooo c 
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(p.1). Nada is of the nature of light. The Tantras 
believe that sound and light are phases of the same 
' phenomenon. | 
The first sole expression of the Supreme will or 
Iccha is the ort gination of void or sunya and of sound 
and light filling this void. Nada according to the 
Tantras is the first stege of manifestation. In the 
Bible also it is said that in the beginning was the 
Word, the Nord was with God and the Word was God. That 
is why Nada is B ती called Nada Brahm or Sabda Srahm 


The next step is the concentration of, Nada or diffuse 


rm, 


light - sound into a focus called Bindu "Nadatbindu - 
| Samudvhavah. At this stage Kriya-sakti or the. power 
of action comes into operation. The principles of 
creation or tattvas are evolved out of this Bindu.. 
Bindu means point. But it is point in a totally different 
sense. Even mathematical point has positicn, though 
20% Eee But Bindu has neither position, nor 
magnitude. It is an aspect of Sakti or divine conscious- 
LSN ness-power. It is Sakti realy to create. It is the 
Y massive state or ghanavastha . of Sakti it is fully 
\ equipped to pass from the state of potency to that of 


patency. It is called Parabindu or Mahabindu to 


^ 


distinguish it from the other bindu-s which follow. This 
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para-bindu breaks into three,known as bindu,bija and 
nada. This bindu is that part of parabindu in which the 
Siva aspect is predominent. The third part of parabindu 
known as simply nada or apara nada (lower nada) is that 
in which the elements of Siva and Sakti are of equal 
strength. The great sound which comes into being when 
the para bindu breaks is known as Sabda-Brahman. 

8.5 Stated above when the Divine wills to creato, 
the initial movoment towards manifestation is Nada. 

Nada is roally Siva-Sakti passing from the state of 
mere potency into that of the first ideating movement 
from which the whole universe is evolved. 

At its highest level, Nada is known as paravaka when 
it is & mere Sakti of the Divine. The other three aspects 
from the Sabda standpoint are pasyanti, madhyama and 
vaikhari.  Pasyanti refers to that stage of the creative 
movement where there is a vision of the mere outline ot 
the whole manifestation. Madhyama is the subtle stage 


of the sabda,intermediate between pasyanti and vaikhari. 


Vaikhari is the final gross stage .of the sabda when it is 


audible to the ear. | 

Physics of sound says that sound is the effect of 
vibration, but the Indian metaphysics of Nada says that 
Nada is the cause of vibration, not its effect. There 


can be Nada without vibration. Gross sound cannot be 


4. e 
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heard without 8 receiver like the ear and without a 


perceptible medium. But Nada in its essential nature 


is perceptible to the Divine Mind withcut any medium 


or receiver. It is the primordial causal stress, the 


creative energy of all manifestation. all matter - solid, 


liquid or gaseous-is the result of coagulation of Nada. 
Light, according to Indian Metaphysics, is but sound of 
By condensation of Nada, energy 


a particular frequency. 


becomes nuclear ani thus gives rise to shapes and forms, 


Indian Philosophy makes a distinction between ^ ` ` 


Sabda is not language. 


(sound) and 3hvani or vibration. 


It is the primordial causal stress formed by the desire 


of tae Universal consciousness to be individual, of the 


one to be many. Para Vak or Para-sabda or para-nada is 


the first stirring of the Universal Consciousness. 
: Para Vak or para nada may be called the potential energy, 
the second or pasyanti may be called the causal, the 


third or madhyama may be called the subtle, and the fourth 


or vaixhari may be called the gross form of Nada. As 


Svami Pratyagatmananda puts it, "Para Vak is the total 


thrill and overflow of the Basic Joy of Being and 


Becoming" (Japasutram,p.44). 
Commonly it is believed that this fourfold division 


of Nada or Sabda into Para, Pasyanti, Madhyama and 
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Vaikhari is Tantrika, not Vaidika. But this is a 
mistaken idea. We find a clear mention of Vak into 
four divisions in the Reveia l, 164; 45. 
चत्वार वाक परिमिता पदाति तानि विडूबाचणा ये मगोजणिसः । 
गुहा arfor निहिता Jafa तुरीयं वाचो मनुष्या seta || 
"Vak in its entirety is measured out in four steps. 


These stops the 2rohmana-s who know the Veda and have 


understanding know. Three of the four divisions of 

steps, established in the secrecy, are not manifested. 

Men speak the fourth step of the speech in their dealings." 
Sayana in his commentary on this Rk after discussing 

various theories regarding the four steps of Vak says that 

these are, as the Tantrika-s maintain, para,pasyanti, 


madhyama and vaikhari. 


The Tantra-s give a detailed description of the 


manifestation of the Universe or creation from Para Vak. 
Space will not vermit a description of the creative. 


process in this paper. Para Vak, Para Samvid, 


Para Sakti are synonymous. "rom this Sakti appear 


Sada Siva,Iswara, Sadvidya, Maya with her five Kancuka-s, 


——-— ——— ——— 


Purusa-Prakrti,followed by Buddhi, :hamkara,kanas, 


five tanmatrà-s, five jnaneadriya-s or five sense- 


functions and five karwendriya-s or five active functions 


and organs of action and five mahabhuta-s or gross 


elements. 
| तत 
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2. Nada in Yoga 


We shall now try to understand the part played by 
Nada in Yoga. First of all, we shall try to understand 
the function of Nada as mantra. 

We have seen that the great sound which comes into 
being when para bindu splits is known as Sabda brahman. 
According to Raghava Bhatta, the commentator on Sarada- 
tilaka, Sabda-brahman is the caitanya in all beings. This 
caitanya sakti exists in the NL ual bodies in the 
form of Kundalini. Nada is the first Stage in the pro- 
duction of Mantra. The second is Bindu or.S3abda-brahman; 
the third is Tribindu i.e. Bindu, Nada and Bija. or 
Kamakala; ‘the fourth fe the stage of Matrkas which are 
the subtle state of the manifested gross letters. The 
last stage üs wR gross letters or sthulasabda. 

We have seen that bija 15 Gale and bindu is Siva, 
and apara nada or legen nada is the product of their 
union. Bija is practically the entire E 65, the 
letters of which are edm in a triangular way in the 
Tantras. They form an a - ka ~ tha triangle. The three 
lines of this triangle are formed of sixteen letters 
each, beginning with 'a' 'ka' and ‘tha! . 

The nada which arises from the interaction of apara 
bindu ann bi ja has to be distinguished from Sabda-brahman 


7 
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or mahanada which comes into being after the division AS | | 
of para-bindu. This sabda-brahman or mahanada contains 
within itself the indistinct sound of gx the letters 
of the alphabet. Sabda brahman is represented by 
Kundalini in the Body of a man and serves as a mechanism 
for tho articulation of sound. | 

In the human body, Para vak is in the Muladhara- 
Cakra,Pasyanti in Svadhisthana and upwards, Madhyama 
in Anahata and upwards and Vaikhari in the throat. 
In Kundalini, sakti is subtle (Suksma) and in the form 
of light and not an object of hearing. When she goes 
, upward, she ¥comes Pasyanti in the susumna nadi. When 
she reaches the heart-lotus or ‘nahata Cakra, she 
becomes Madhyama and assumes the form of Nada in a" 
subtle form. Appearing in the throat and vocal organs, 
she becomes: Vaikhari, assumes the form of all letters 
and becomes audible. 

The word Mantra is composed of the root 'mant 
meaning ‘to ponder' and the suffix 'tra! meaning 
'to protect'. Mananat travate iti mantrah - Mantra 
is that composite of letters which when pondered over 


and repeated protects the Sadhaka or the aspirant. It 


has been rightly defined by Sir John Woodroffe as 5 
"power in the form of idea clothed with sound." A 


rt 


Mantra is not simply sound, nor simply word on. 
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meaning of that word. It is tne Devata infused in 
Sods At first, the Devata exists for the Sadhaka 

as an audible sound. By Mantra-Sadhana, he realizes 
that Devata, that is to say, he realizes that as a 

form of Power or Sakti of which word and sound are 

a faint-reflection. The: Sadhaka has to realize the 
Power of which the word is font a vehicle. He can 

do this by the Mantra-Sakti and Japa-Sakti or ardent 
mental repetition of the Mantra. 

Mantra-Sastra believes that there is 'naturel name! 
of objects and processes. Human language consists of 
artificial, conventional words. Natural name is that 
sound which denotes a particular object in the creative 


process of Nada. For instance in Mantra-sastra, Ram 


: ( X) is the natural name of fire. So also Krim, 


Hrim etc. which appear to A3 entirely senseless 
gibberish are the natural names of physical or mental 
phenomena. These are Bi ja-Mantra-s. The Bija-s 
indicate the Devata which they are. Aum (Om) is 
considered to be ‘the greatest Mantra. It is at the 
human or Vaikhari level an imitation of the Nada 
or creative process of the Divine mind. 

It has been rightly Said that Mantra and Devata 
are one and the same. The presence of the Devata is 
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: This is the first phas^ or araibh tha. 
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invoked by Japa or repetition of the Mantra. Japa has 


three aspects, viz., sound, rhythm, and content. When 
sound and rhythm are properly maintained in Japs, the 


content or meaning is automatically reveale3 to the mind, 


‘for sound and sense, vak and artha are insoparably connected. 


antra has to be imparted by a Guru who is thorough- 


hly charged with Power. Such Mantra churns our whole 


being. Japa brings about bhuta-suddhi or purification 

of our physical and mental make-up. Finally, Japa 

enis in silence which is the moment of Self-realization. 
We have briefly considered the function of Nad: 

as mantra. We shall now consider the function of 


Nada in a special Yoga,known as Nadanusandhana Yoga. 


This is briefly describe’ in Yoga-Taravali which is 
ascribed to Sankara and in detail in Nada-vindupanisat 
and Hatha-Yoga-pradipika. I shall here give a gist of 
the Yoga as describe! in Hath ga-pralipik 

By pranayama, sambhavi-mudra etc. when prare 


becomes steady, anahata 1518 i.e. unstruek sound or 


sound without any impact is audible in the Susumna nadi. 


One should continue listening to it attentively with 
the. right ear. At first whon the anahato cakra near the 


heart is piercod, the Yogi hears gross anahata sound. 


——— एण0णी —ÓÀ 


— — re — — — — 


For further comments on this see the Marathi essay by 
Sri Vaman Maharaj Gulavani included here. 
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The seconi phase is known as ghata. When prana 
Vayu ani apsna vsyu mingle together anq become ono, 
tho Visudi3hi Cakra noar tho throat is crossed, and ono 
hears subtle sound. when the Yogi gcos on listening to 
it, his mind is absorbed in it, anā he loses interest 
in any external phenomenon. £o experiences great delight 
in listening to this sound. His mind is, therefore, 
deeply Concentrated on it. 
The third phase is known as paricaya. dere tne 


prana enters tho void or akasa in the ajnacakra betveen 


the two eye-brows. The saähaka hears a sound like thet 


of mardala drum an} nis mini is Jeenly absorbed in ite 


Here he experiences 3ahajanania or the natural bliss 


which can be experienced only by resting in tho 2olf. 


The fourth phase is known as Nispatti. In this, the 
prana enters the brahmaranihra or tho void over the crown 
of the head. The j^s3hska now hears Sweet 5nahsta nada 
like that of flute or vina. The mind is now semplo y 


absorbed, It undergoes mutation; it loses its character 


of sankalpa and vikalpa i.e. grasping phenomenr. in prrts 


and singling out one of them. After this, manas enters 


the unmani 2vastha. The partial view of tho Sadheka is 


gone. He now sees life st7alily and soos it whole. The 


Jiva or Soul has now comsunion with the Suprome 3olf. 


“ll. 
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Nada in the Philoscphy of Grammar 
The most authoritative bock on this subject is 
Bhartrhsarits, Vakysp2?iya. The grammatical aspect of 
the subject is beyoni the scope cf this paper. I shall, 


therefore, give only a briof description of its philoso- 


phical aspect. Philosophy of Grammar uses tao word Babda 


. : . A *: - "n 
or nada in its highest sons? as synonyms. “Tne very first 


verse of Canto I of Vakyapadiya says: 


अनादितिघन FA शव्दतद्युंव यदच्ा रम | 
विवतते/थमावेन प्रक्रिया जगतो यतः ॥ 


- ` 


The woras of this verso have {double entenire. 3० 
it is 3ifficult to translate it into Englisn. It may 
be translaií^d as follows: 

"The imperishable Brahman is beginaingless ani 
endless. Its essential nrture is Sabda which unfolds 
itself into various objects sni which brings about the 
creation of tho Universi," 

It is clear, thorefore, that according to Bhartrhari 
Sabda or Nada is tho essential nature of Brahman. The 
--->>>>><, "च 
origin of the Universe can bo traced to 380१8 or Nada 
which unfolis itself into varicus objects of creation. 
There is a double entrendra in the words Babla, artha 


ana prakriya. 3abda means both sound ani word. Artha 


colo 


i 
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means both object and meaning.  Prakriya means both 
0a न 22 01671 and also rules for the for- 
mation and inflection of words. 
It is clear that the S यार of Bhartrhari and 
the non-duaiis io Saiva gama is the same inasmuchas 
= both believe that the essentizi sakti of the Oivine can 
be described by Nada which is creative Snergy of which 
sound is the most manifest example at the physical 
level. The only difference between the two is that 
Saiva Agama believes in four 1evols of Nada, viz., 


Para, Pasyanti, Madhyama and Vaikhari. The other difference 


is that Saiva Agama believes that it is Vimarsa Sakti 


. or the self-consciousness of the Divine which brings f 
about manifestation, but the grammarian says that it 


is Kala-Sakti. 


E Sabda, according to both, is metempirical, the 
prices and underlying principle of all phenomena. Sabda 
or Nada is the light of all lights. 

X | The most important ढण्य की छत made by the 

Philosophy of Grammer is tho theory of sphota which 

lone is germane to the scope of this paper. he 


heory of sphota maintains that a word or sentence 


ts, but as a single, integral 4 
ord or sentence.thus considere 


EM 


: iw B A ele Die 


«०१.6. « 


Au a single meaning - bearing .symbol is called 
sphota. Sphota is indivisible snd has no timo-or?er; 


3 
the &rticulstod sounds with the timo-order are only 

a means of rovealing tho symbol. Ths word sphota is 
derived from the root 'sphuta! which means 'to burst'!, 
tto appear in x flash'. ^s Nagesabhetta puts it * 
Sphutoti prakasatots rthosmad iti sphotah; vacaka iti 
yavat" (Sphotavada,p.5) "That from which meaning bursts 
forth in a flash is sphota; in othor words, it is tho 
vaceka or meaningful symbol." It may be considercd as 


a linguistic sign in its sspect of bearing meaning, and 


as en ontity meanifosted by letters. 


2 
According to Bhartrhari, speech and thought. or. 
specch and meaning are but two aspects of one and the: 
samne principle. 
*रकस्यैवात्मनो भेदौ शव्दार्थवपथकस्थिती | 
(V.P.11, 31) "Speech and meaning are aspects of one and 
tho samo fact; thoy stand as non-idistiact and insopareblo." 
Fe RE .wora2s have two faces - dhvani ani artha, 
the A is tho prakrta dhavoni, the ext^rnal face of 
the symbol, the latter is tho semantio cr internal face, 
Airectly besring the meaning or sphota, the integral 


linguistic symbol. RBhartrhsri says: 
Gold 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


ea 


1 4 885 


०117... 


नादैरा हितबीजायामन्त्येन ध्वनिना सह | 

आवृद्षपरिपाकाया बुद्वौ शव्दौवर्धायते।( VP 1,84 

"The word is grasped in the final cognition, te 
eons of which have been left by the sounds 
including the final one ani which has gradually atta- 
ined maturity." 

» The sounds of the letters which form the word are 
only manifesting agoncies; they only help to reveal the 
word - symbol or sphota. Each succeeding sound carries 
forward the samskara or engram of the previous sound 
until in the final sound the totality of all the sounds 
reveals the word-symbol or sphota. The sphota is not 
an arithmetical sum of tho sounds of the letters o? the 
word. It is, in terms of modern psychology a Gestalt. 


It is clear that Abhinavaguota made full uso of this in 
his description of the relation of Sruti to Svara. 


‘Nada in Music 
| Turn we now to Nada as dealt with in books on 
Music. Sarangdeva, the author of Samgita-ratnakara, 
first of all uses the word Nada in its highost sense 
as the consciousness-power of the Divine which unfolds 


itself as the phenomenal worla. 
e UD 
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चैतन्यं ATIT fuss जगदात्पना | 

FTIA तदानन्दमद्वितीयमुपास्महे ।। (४०1 .1, p.62) 

We worship tho Naida-Brahman which is the life and 
consciousness in all creatures, which appears in the 
form of the world, which is bliss par excellence ana 
which is non- qual. 

Kallinatna in his commentary says that this Hada 
is the para vak sakti of Brahman परावाक्ययायिस्य Sq न- 
दिस्थ ब्रह्मणो 5 त्यन्तप्रत्थासत्तत्वातदूपासताया' कृताया sagr ष्तिर्मुतिणा- 


प्रमाद्रवृत्तस्य मणिलामवद्मवेदिदि | > > 
(p.963). "Nada is the Sakti of Brahman, synonymous 


with paravak. By worshipping the sakti of Srahman which 
is closely related to Brahman, we oan attain to Brahman 
itself, just as a man moved by tre lustre of a gem 
attains the gem itself." 

The word Nada has been use in threo senses in our 
Musicqi» literature, viz., (1) in the sonsa of Supreme 
Nada, tho sakti of tho Jivine (2) Sound in general 
(3) musical sound. This has caused confusion of stand- 
points in places. mor instance, Sarngadeva pays homago 
to Nada Brahman in which he uses tho word Nala in its 
ultimate, Supreme sense. Thon ho calis Siva Na!a-tanu 


in which he uses tho word Nada in tho sense of musical 


* ol(So 
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sound. All books on Music say that Nada is of 


two kinds, viz., ahata - that which is que to an 


impact, and anahata - that which is not due to any 
impact, which is sui generis or spontaneous, and then 
. 


they maintain that Siva is Nada-tanu in the music:l 


sense. If ahata nada alone is musical, surely Siva 


Cannot be called Nada-tanu in ths sense cf ahata aada, 


+ 


Again, the first verse of tho seconi chapter of 
Semgita - ratnakara (Vol. 1) ssys thot gita or song 
and vadya or musical instrument is of the nature of 
nada, meening by nada,imusical sound. Then the second 
verse says that a letter owes its expression to nada, 
a word is composed of letters, speech is made up of 
words, 811 dealings in th$ world aro carrio? on by 


speech; hence the entire world denends on nada. As 


the second verse comes closely on the heels of the 
first verse, and in the first verse the word nada has 
been used in the sons? of musical sound, Sarngadeva, 
-.in order to praise the pre-eminence and glory of music 


seems to suggest that the ^ntire world dopends on nada 


in the sense of musical sound. Undoubtedly the entire 
world depanis on nada in the sense of divine power 
which causes ७०४८७ nts, but it cannot be said that the 
entire world depends on nada in the sense of musical 


> oS 
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sound as we know it. As tho same word nada is used 


for divino sakti, speech-sound ani musical. sound, 
writers on Music, in their enthusiasm to laud music, 
have tricd to suggest that the entire world depends 
on music as its primary cause. They have exploited 
the word nada in orier to glorify music. Surely the 


divine sakti is not ahata neda which alone is earthly 


music. Nada in its ultimate sense may be musical in 
a highor sense, may be harmonious, but wo cannot say 


that it is the music of ahata nade. 


Our musical literature accounts for the production 


of nada in tho following way. In this context, the 


word nada is used in the wide sense of sound-musical 


or non-musical.  3arngadeva says that when 4tman 
desires to express, it moves the vayu. The vayu 
which resides in brahm-grantni gradually moves upward 
and through impact in the navel, heart, throat, head, 
mouth ete. exprosses sound  (avirbhavayati dhvanim). 
It is difficult to say what in this context is meant 
by 'fire'. Probably, it means nerve-energy. Vayu 


obviously is sir which is the medium of sound. Agein 


it is difficult to say what exactly is meant by rahm- 


— 


granthi here. Both the commentators Kallinatha and 


Simhabhupals are silent on this point. In Hathayoga- 


~ 


predipika, this word occurs in verse 70 of the fourth 
,.18. 
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chapter. There Brahmanania, the ccmsentator; explains 


it as anahata cakra or tho cakra near the heart. 
SS 


After this Sarngadeva classifies nr, into five 


kinds - atisuksma, suksma, pusta, apusta, and krtriaza. 


Simhabhupala says that in other works pusta and spusta 


nada have been. designated as vyakta and avyokta. 7७ 


quotes two verses from Matanga's Srhaddesi which says 


that atisuksma nada 7857 3695 in the heart, suksma nada 


resides in guha or cave,pusta or vyskta nada is per- 


colved in the throat, avyskta or apusta nada is in 


the palate and krtrima nsja is in the mouth. 


The etymology of the word naia is givon by 


Jjarngs!ova as follows: 


तश नकार प्राणनामान दकारमनल विकू! । 

जात: प्राणारिन संयोगात्तैत नादो भिधीयते।। 7.5,6 
Na of Nala indicates prana, and its 3a indicates fire. 
It is called Nada because it is born of the contact of 
prana with fire. It looks somewhat fantastic on ane 
face of it. But Kallinatha hastens to ad? in his | 
commentary that na and da are not to be taken as 
letters or words of the ordinary spe ch. They are to 


be taken as tne bijaksara-s or natural names of mantra- 


sastra. That prana and heat are concerned in the 


producticn of sound may be justified by the fact that 


> Oe 
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sound is due to vibration, that vibration means motion 


and that where thoro is motion, there is heat. 


After this $2rngsdeva proceeds to describe nada 


in the sense of musical sound. He says that there can 


be twenty-two perceivable sounds known as sruti-s and 


| 
Jj 
i 
| 


gives a practical demonstration of these sruti-s. 


The question of sruti-s is beyond the scope of this. 


paper.  3ruti-s arc only the series of sounds that 


reveal a svara or musical note which is used in 
practical music. 3o we shall take up the question 


of the exposition of svara according to the standpoint 


of Indian Music. 
3 3arngadeva gives tho following definition of svara 
श्रुत्यनन्तरभावी य: स्तिरघो नुरणनात्मक; । 
स्वती रज्यति श्रोतुक्तिं स स्वर उच्यते ।। 1.5, 24 


What is revealed imnediately after sruti, what is 
smocth ani pleasant, what is of the nature of conti- 
-nuous tinkling echo, what in ani by itself gives 
aesthotio joy to tho mina of the listener is svara 
| or a musical note. 
| In this derinin, there re four important 
elements, viz., (1) श्रुत्यतत्तरभावी | (3) स्निग्ध 
(3) अनुरणानात्मक , (4) स्वतो रज्ज्यति श्रौतक्िम्‌ 
These have to be considered carefully. Of these four 
elements, two, vize, ्ुत्यनन्तरमावी and अनुरणाता त्मक 

«०20, 
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are objective and two, viz-Feqrg and gatra 
fare subjective /criteria of svara or musical sound. 
A EAS 


First of all, we shall.take up त्रुत्यनन्तरभावी . 

Kaliinatna explains it thus 

*अतेश्चतुर्थथा बैमाहिताया हत्युत्पत्न- प्रथमध्वनेरतन्तरं माव्याविर्मवनशी ल: ° 
i.e. svara is that which is revealed immediately after 
the first sound produced by the impact of air etc. at 
the fourth and other sruti-s. This raises the question 
of the relationship between the sruti-s and svara. 
Matanga gives five theories of this relationship, viz., 
(1) tadatmya or identity between tho sruti-s and 
svara (2) vivarta i.e. reflection 09 different con- 
dition or state (3) karya or effect, (4) pərinzma 
or transformation, (5) abhivynkti or revelation. cf 
these, Matanga rejects the first three and accepts the 
last two, viz., parinama and abhivyckti. 

I feel, however, that parinama and abhivyakti are 
not the same, ani both cannot be accepted as ocually 
true. To me, it appears that abhivyakti or vyanjaka- 
vyengyabhava best describes the relationship between 
the sruti-s and svara. The sruti-s are not the svara; 
they only help to reveal the svara, the relaticnship 
between the sruti-s and svara is that of the manifostor 
and manifested. To me, it appears that there is close 
parallelism in relationship botween Yarna-s and sabda 


DOLD 
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or word-symbol or sphota and that between sruti-s 
and svara. Just as in the case of sabda, the sounds of 


the preceding letters together with the sound of the 


: final letter, combine to roveal the word-symbol or 
sphota,evem so the impressions or engrams of the 


preceding sruti-s roll forward and on the occasion of 


the final sruti burst forth in a flash into a svara. 


This svəra is like a sphota, but there is one important 
difference. Whereas, a sphota has an object external 
or internal as a reforent, the svara has no referent : 
outside itself. It is its own referent. Just as the 
sphota is not an arithmetical sum of the sounds of the 

3 proceding varna-s, but a Gestalt in its own right, even 


so tho svara is not an arithmotical sum of the pre- 


ceding sruti-s; tho sruti-s are only manifesting agencies 


that reveal the svara which is a Gestalt ab initio. 


The second objective critorion is that svara is 


अतुर णाना त्मक i.e. svara is of the neturo of conti- 


nuous tinkling echo. Western science says that sounds 
of regular vibration are musical. It seems to me that 
anurana includes tho idea of continuity and regular 35 
vibration. ' 

As has dA been said, स्निरच and स्वती रज्जयत्ति 
are the subjective critoria of musical sound, Snigdha 


CeO 
` 


००४८० Eco sc 
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means smooth and pleasant. स्वतो रज्ज्यति means which 
gives SOS joy in and by itself, which does not 
require any further means for producing aesthic joy, 
which, in other words, is an aesthetic gestalt. 

Let us compare the definition of Sarngadeva 


with that given by Alexander Wood in his, The Physics 


of Music. "Musical sounds are those which are smocth, 
regular, pleasant and of definite pitch." The idea of 
tsmooth' in the above definition is contained in the 
word snigdha of Sarnzadeva. The idea of 'regular' is 
contained in the word anurananatmakah. The idea of 
'pleasant' is contained in ranjayati. The main idea, 
therefore, of modern physics in the definition of 
acoustically musical souni are already present in the 
Indian concept of svara. The Indian authors, howovor, 
contribute two new elements to the science of musical 


sound, viz., AAAs; which maintains that a 


— 


RRR 


musical sound is not merely a resultant of tho component 


vibrations, but an emorgent, acoustically a new and 
unique phenomenon. The vibrations Guy reveal it. 
Secondly, the musical sound isa complete harmonious 
whole in an by itself and does noe reguire any further 


aid for its pleasantnoss. 
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MUSIC AND 30UND IN. YOGA 
Vimala Musalagaonkar 
Yoga is a great gift of India to the world. The 
yogi, by making the human body itself a laboratory and 
workshop and by countrolling the mind, (Cittavrtti-. 
nirodha) realised many truths among which those con- 
cerning Nada and Sangeeta are of great importance. Tae 
. facts established by science were known to the Indian 
yogi centuries ago and were, in fact, means of self- 
realisation and attaining jeewan-mukti. For instance, 
the fact that various forms of energy are interconver- 
tible and that light travels faster than sound were 
known to the yogi-s. 
Thw word ' Sound ' used in the contoxt of yoga 

has been taken here to correspond to Nada The line 

of thought of an age always finds expression through 
words. What is understood as Sphota in grammar, 
Dhvani in poetics, is called Nada in Yoga and the word 
Nada has given an impetus and new vistas to ‘expression. 
According to the LETEKEN meaning of the topic, this 
paper should be devoted to the question as to whatiis 
the place of ' tetas and Sound ' in yoga. We shall see 


during the course: of this paper how music has come to 


be discussed under yoga in various contexts. All the ^ 


same, it has to be pointed out that India thought has 
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unfolded itself more in relation to ‘Yoga in Music! 


than to 'Music in Yoga! Hence it will be our endeavour 


in,this paper to bring out the close relation between 
yoga and music from both these points of view. Thus 


*the treatment will not be 8 partial one and this 


IibogrYy MG Uv r snes 


liberty has been taken in the interest of an integral 


approach and outlook. 


The word 'Yoga'has different connotations such 


= 


as acquisition, union, meditation, a trick or contri- 
vance, physical fitness, practical uso, Viskambha otc, 
of astrology, remedy, treachery, wealth, substanco, 


a means to an end, armour, action of mantra and ailigence. 
D D & 


योगौ पूर्वार्थसम्प्राप्ती संगति-घ्यान-युक्तिणु 

वपुः स्थैर्य- प्रयोगे -च विष्कम्मादिष मेणजे 
विश्रबृधघातिति दृव्यौपायसनहनेष्वपि 

ario} fu च योग: स्यात्‌-------- I| कौषणकार 


The word 'Yoga' is derived from the root ' Yuj 
Yujir ' with the suffix ! ! . Panini in his ' 
‘Ganapatha' has included yuj in three Ganas viz. 

(i) as root 'yuj' in Divadigana,meaning profound 

meditation. 

(2) as root 7 yuji ' in Rudhadigana, meaning 

combination. 

(3) as root ' yuj ' in Curadigana, eani AE self - 

control. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA * 2. 


.128. 


E" union of two separate objects is yoga e.g. 


Ravi-Chandra-yoga. Here the word yoga is in the 


sense of becoming ' One '. The fulfilment of a want 
would also be in a way yoga e,g. the acquisition of 
wealth also does imply combination. Thus in both 
technical and general usage yoga primarily means a 
Union. In mathematics also this word has been used 
in the sense of addition. Yoga has conventionally 
come to be associated with that school of Darsana € 
( Philosophy ) which concerns itself. ‘ith a union 


of the individual and the universal consciousness, 


The scriptures have called it a power which joins em 


t Jivatman ' with the ' Paramatman'. 


5 

The sage Hiranyagarbha is regarded as the fir t 
Ta 
N 


‘The statement, हिएरण्यंगर्मा apra बकत 


m) 


teacher of yoga, 
ना SANS दावता || in Yajnyavalkya Smriti bears 
testimony to this. But the earliest available 


authentic work on yoga is that of sage Patanjali. 


it we do not find an elaborato treatment of the subject 


but only a general survey. The Upanisads mention four 


branches of yoga. They are Mantra-yoga, Laya-yoga, 


Hatha-yoga and Raja~-yoga. 


योगी fe बहुधा ब्रह्लन्‌ fud व्यवहारतः | 


मन्त्रयोगौ लयश्चैव .हठो सौ राज्योगकः ।। यो,त,उ, १६। ३६७ 


«3« 
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Fut oo 
"But in general, by yoga one understands Hatha-yoga 
only, Sines Raja-yoga has its foundation in Hatha- 
yoga,and Laya-Yoga and Mantra-yoga also merge in 
Hatha-yoga, lwhioh° fortis’ thé: basis Of this papenp.-- y 
Moreover, ग yoga is directly concerned with the 
human body as such whereas Raja-Yoga begins at the 
level of the id. The human body as a microcosm of 
the universe has not been visualised as such in Raja- 
yoga so completely and vividly as in Hatha-yoga 
Music is also directly concerned with the 
body from which it emanates. Bharata has expressed 
the same idea by talking of the human body as 
'Sariri Vina'. Svara-s are produced primarily by 
the body and secondarily by the Tata, Susira, Avanaddha 
and Ghana instruments. The following verses of Bharata's 
Natya-Sastra state very clearly that svara-s are 
originally manifestated in the human body. 
शारीयामिव वीणाया स्वरा: सप्तप्रकोर्तिता: | 
wat विनि:सताश्चेवपातोबैणा EiT: 003011 
gd शरो रादुदभूतास्ततो गच्छन्ति दारवोम्‌ | 
तत: पुष्करज amata घन (भ्वति) पुन: (यूता:)।1३१।। 


नग०शा० 8o ३४।८१०. 
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FP ` » making the human body a laboratory for 
Spritual sadhana, tried to locate the seat of Intellicence 
in the body. As a result of this effort they experienced 
unknown truths and communicated their insight to Society 


~ 


Tor the elevation of life. Anong their gifts to society 


~ 


ate Nada and Sangita. From their deep spiritual 
expetience yogi-s gave a subtle and comprehensive 
description of the nature and power o? the Nada-tattava. 


The complete knowledge of things is possible only through 


direct perception. During the practice o? yoga, the 


H. 


voc 


wale 


while piercing through Cakra-s (Cakra-Bhedana) and 
% 


awekening of Kundalini, ?rceived the subtle principle 


embracing the concepts of da, dhavani and sphota 
in its concretness (Colour, ?orm, shape etc.) and gave 


it the name lada. 


loci-s were aware of the truth that Nada (sound) 


is the beacon and the unobstructed olement which illuminates the 


— 


* In tantric texts, but fot Vamakeswata Tantra, the 

vowels of language ate described on this Cakra-,Some, Lalana 
and Hanascakra are in the middle or the eye-brows and are 
mentioned casually in some texts and are suposed to be the 
allies of the 'Brahma-Randhra! On these is the location of 
Panea-Tan-Mantra-s and it is said to be the pkace of Manowava- 
Kosa. In all the texts whatever the yogi-s have Said is based 
on their vision in their personal & practical experience There. 


` DN 
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path of spiritual realisation in a more powerful way 


_than light ani hence they adopted it as their only 
guiding principle on the narrow rough, slippery and 
unknown path of spiritual sadhana}, According to tne 


Hathayogapradipika :- 
सर्वचिन्ता पंरित्यूज्य सावघानेन चेतसा । 


नाद स्कानूसंधेयो योगसाम्राज्यमिच्छता || ८६, १७२ 
Nada - bindupanisad speaks of ihe power of Nada 
for discipline of ihe mind 


मकरन्द fast गन्धात्‌ TTET यथ! | 
नादासक्त सदाचित विषय नहि कादाते |1911 


बद्ध: सुनादगन्धेय सय: सत्यक्ता चापलम | 
नाठटरहणातश्चितिमन्तरग - JATA || ४३ || 


विस्मत्य विश्वमेकागु कृत्रचिन्तहि घावति | 
मनोन्‍्फागजैन्द्रस्य विषयोद्यान - चारिणा! 1189811 


fara समर्था य निनादो निशिता कृश: । 
नादी न्तरग: सारगबन्धने वागरायते ।। ४५।। 
+ 4 + 
अन्तरगस्य यमितो वातिः परिघायते । 
नादोपास्तिएतो तित्यमवधार्या हि atari seuss 


हण्यो०प्र०प० १७३ 


| is no difference of opinion regarding sid Cakra-s. 
No text speaks of a lesser number of cakra-s but 
some speak of one, two or three cr even more cakra-s 


over and above six. 
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The mind which loses itself in Na4a does not get 


distracted by other things, but remains stable. The 
worship of Nada is a very powerful means of disciplining 
the mind, just like the reins to a horse. Upanisals 
describe the extra - ordinary power of Nada by means 
of various similies e.g. the detachment of the yogi 
is compared to a bee, his self-absorption to a 
Serpent and his self-abandonment to a deer and so on, 

In the Yoga - sikhop d there is a description 


of the nature and process of the manifestation of Nada. 
अकार परयो नाद: शव्दब्रहनेति wed | 
मुलाधारगता शक्ति: स्वधारा विन्दूकूुपिण्ो।।२।। 


TATAA नाद: सूमबोजादिवाकुर! | 
ता पश्यन्तो विद््‌र्विश्व यथा पश्यन्ति थीगिन:।1३।। 


The Icchasakti ( willpower ) of Parabrahman is called 
Brahma Nada’. That is also known as Avinasi, (Immortal) 


or Indestructible Sabdabrahman. Nada arises from 


Muladhara, where it is in its unmanifested Bindu 


from ; the same is known as Pasyanti. The Yogi-s 


'see'! the universe with that. "There is no Mantra 


greater than Nada",says the Yogasikhopanisad. In 


the description of the process of the manifestation 
of Nada, the seed of Nada has been called Pasyanti Vak 


and this statement indicates the visual power of Nada. 


* alic Cy 
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Sound, light and motion all are manifestations of 
energy. Thus light and sound are visual and aural 


manifestations of heat. It has been said in Sangita- 


- Ratnakara :- जात: प्राणारिन सयोगाचेन नादौ मिधीयते (स॑०१०१-३।६।६४) 


The motion of Nada has its visual as well as aural 


form. Heat, Sound and motion are dependent on one i 
i 
another. Motion is necessary for sound an? motion : 
results in light as well. The Dhyana-bindiupnanisad f 
i 


supports this by saying: 
safaia. शिव; | अथवा ( ) ज्योतिर्मय: Rat ars: | 
The purpose of Nada in yoga is to attain Parasapada 
or Videha Kaivalya. The Yogi-s have used the eternal 
flow of Nada in three ways :-1. The luminant quality 
of Nada enabled the yogi-s to realise many hidden 
truths in the body and thereby confirm and explain 
the relevant sayings in Veda-s as for example 
Atharvavada calls the BR body an abode of gods: 
अष्टाचक्रा नवद्वारा देवाना पुरयोध्या 
तस्या fewa: कोश: स्वर्गा ज्योतिषावृत:। (अथर्ववेद १०-२- ३१) 
Patanjali has said in Yogasutra: 


प्रकाशक्रिया SRS पूतेनिद्रयात्मक भोगापवगार्शै दृश्यम। (योगसूत्र २।१८) 


, Further, Nada enables one tó perceive tho power of 


Kundalini, the six Cakra-s,the five Kosa-s (sheaths), 


their location, function and mutual relations, the colours, 


‘8. 
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Payer and function of the five primary elements and 


MUI ee 


through its worship has a specialised knowledge of 
interllect ( Buddhi ), meditation ( Dhyana ) ere 
retentive memory (Sharana) etc. Through Nada he 1 
gets to know the nature of Nirvicara Samadni aud | 
Asampra 11190 8 Samadhi. | 
Re Nada has been used as the means of attaining the 
path to liberation. 

HOTHT(TSWSIAT च 'बिसतन्तुतिमा रभा ।।१०१।। 


अमृते वर्तते तादो वोणाादण्डसमुत्थितः | 
शखनादादिमिइ्चव मध्यमेव घ्वतिर्यथा ।।१०२।। 


व्यौमरत्ध्रमतो नादो मायूरं नादमेव च । 
कपाल-कुहरे मध्ये चतु रस्य मध्यमे 11 १०३।। 


घण्टादि नादसकूस्तव्धान्तुः करणा हरिणास्य। 
प्रहरणामपि सुकर स्याच्छरसधात- FAT OTR A | 


६६ (09122) 


3. ` Nada has aiso been used as a symbol. The Nada 
which. Yogi hears during the various stages of spiritual 
elevation has boen identified in Sangita in the 

context of the region (Desa) time (Kala) ` and indivi- 
dual ( Patra ) and for communicating that context 

those symbols were used which were native to the 
speaker and listener. The Indian yogi speaks of the 
sound of bells, conches, drums etc. . When he communi- 


Cates his experience of 'sound' to his people, One 


De 
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can imagine a western Yogi talking of instruments of 
his region to communicate his experience of 'sound! to 
his people, 

The Nadabindupnisad describes the sequence of 
sounds; a yogi hears sitting in the Siddhasana posture, 
in the: Vaisnavi Mudra, in an introvert state. 

'सिद्धासनस्थिती योगो ger संधाय वैष्णवोप | 
श्रयते प्रथमाभ्यासे नादी ताताविधो महान 11३२।। 


आदा -ज्घि जीमूत मेरी तिरर समव! | 

मध्ये मर्वलशव्दाभी घण्टा काहलजस्तथा।।३४।। 
अन्ते तु किकणो-वंश-वोणा भ्रमणा FIAT: | 
नानाविधा तादा: श्रूयन्ते We GAA: ।।३५।। 


तत्र GA GAT नादमेव परामरशेत । 
यत्र कुत्रापि का ATS लगति प्रथम मन: 1130 


तत्न तत्र स्थिरी भूत्वा तेन सार्धं विलीयते | 
नाठमेवानूसदध्यान्नादै चित विलीयते ।।४१।। 


नादविन्दूपनिषंद्‌ प,२२१-२२२ 


Yogasikhopanisad also given an idea of the sound 
heard within the body. 
हृदये व्यज्यते घोषो गजत्पर्जन्यसंनिम: । 


तत्र स्थिता सुरेशान मध्यमेत्यमिधीयते । E 
प्राणोत च स्वराख्येत प्रथिता deir युन:।। at oso ३।४ 


During ono 051 stages the yogi hears deep, loud 
and teneo sounds, Gradually he begins to hear suatier 
sounds. The roar of the sea, the hpi of the ९1 01798, 
| | | 10. 
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the beating of the drums and the sound of the water- 
fall : these aro the sounds heard in the first stage. 

During creation when ' Intelligence ' descended, ` | 
it came in contact with the 'gross' (Sthula). In 
this process though it gained variety or diversity 
yet it gradually lost the 'Rasa' or 'ánanda! aspect. 
In the 'roar' of tho sea or the rumbling of clouds 
we do not porcieve any Specific tonality. In 'Bheri'- 
there is the manifestation of one note. The sound of 
a waterfall is more ploasing to hear than the cther 
sounds. Thus one sees an ascending order (Arohi-Krama) 
in these sounds i.e. the order of involution in creat- 
ion. In the order of evolution i.e. in the gradual . 
embodiment of the subtle in tho gross, one sees à 
descending order or Avarohi Krama. In the process 
of the realisation of the yogi, the ascending order 
oF pO from 'gross' to ' subtle ' is perceptible. 
The Yogi then hears subtler sounds in the order 
of the mardala, the bell and then the flute. In 
this too, from the point of view of tonality the 
order is again from the gross to the subtle, the 
journey is from.tone' to many, from mono-tone to multi- 
tone. 
In the last stage of meditation the sounds he 


hears are in the order of kinkini (ghana vadya vadya), 
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vansi «susira;vina ( tata ) and tue buzzing of the 


then tho 


ac 


bee. A question may arise here as to why, 
symbol used for the last sound is the buzzing of tho 
bee, the symbols uso? for tho preceding ones also 

should have not been bird-calis and animal cries instead 
of musical instruments. Tt may.akso .be:due to bho.hüEh: 
frequency of the bee's bu33. Treatises on music do 
recognise the seven notes in the cries an2 calls of 


various birds and animals. 


TE चातकच्छाग काचकोकिलदर्दरा' 11961 | 


TRA सप्त घड्णादीन्क़रमाद्च्चा रय-,त्यमौ I 
स० TO ,ल , १-३, ४६- ४७। ६ १ 
It is possible that the pleasantness, sweetness 


and variety of sounds heard in tho body are better 


© 


expressed through sounds produced by instruments. Th 
Svara-s may incidentally io so sed in the cries 
of birds but they are demonstrated best with the help 
of instruments. 

In this context some points deserve to be mont- 
ioned. 
1. In the human body the order of sounds heard is 
in the ascending order of the tonal manifestation i.o. 
from ' One ' to 'many' and from 'gross! to 'subtle'. 
2. The svara-s were first pro ico in the teatra 
vina (vocal vina) ani later played on the 'DaraviVina 


( wooden vina ) 


पर्व शरो राददमतास्ततो Tegf-d दारवोप | 
तत: पष्कर॒ज चेवमनया त्ति घन (कछृवि)पन: (यता :) | | 


{TOTO &L 
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3. The concept of locating the position of gods and 


goddesses in the human body has been extended to the 


daravi vina (wooden vina) in sangita. Moreover, the 


cries of any creature can only be audible; there is 
no visibility associated with their process of mani- 
festation, as is the case with musicai instruments. 
That is why, our yogi-s preferred to comzunicate their 
experience of inner sounds through identification with 
musical instruments. In Sangita Ratnakara, it has 
been said:- 


दण्डः शमुरु मातन्त्री qq कमलापतिः | 
इन्दिरा पत्रिका ब्रह्मा तुम्ब नामि: सरस्वती।। ५५।। 


strat वासुकिजोबा सृथाशु: सारिका रवि: | 
सर्वदेवमयी तस्माङोणोय सर्वमगळा ।।५६।। 


The yogi has an intergrated or total view of life. 
He sees variety in unity. For him the musical instru- 
ments are not the result of the unification or organi- 
sation of the variety of the sounds produced by nature, 
but are the result of an attempt to manifest outside 
the VEE of his inner vision. This truth is corro- 


borated by common experience about musical instruments. 


०1.8. 
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Consonant sounds predominate in the avanadcha, 
(drums) class. In the tonal aspect avanaddha vadya-s 
Btand lower than the stringed and the wind instruments 
Stringed instrumonts are the best representation of 
tonal manifestation. The playing of the flute involves 
the vital air and the fingers and occupies the middle 
position. Thus we see that the development and 
evolution of musical instruments on the basis of 
variety of toanl manifestation is supported by the 
inner experience of Nada 
4. It has been said that through the pursuit of 
Nada,all the accumulated sins got destroyed and the 
conciousness and vital air dissolve in Niranjana 
(the unpolluted one). | 


सदानादानुसंघानात्‌ चाय॒त्ते TRAT: | 
निरज्ने विठोयेते निश्चित चिइमारुती।। 
हठण्यो०प्र५ १०५। १७६ 


In Yoga the pursuit of Nada is instrumental in 
attaining liberation. Yogi-s talk about two kinds of 
Nada fanahata and Ahata. The ‘sound! heard during tne 
inhalation and exhalation of air is ' Ut ह्म्‌ t 
So-ham' and it is related to the heartbeat. Hence they 
called it Anahata. This has bcen described as 
1 हज्जत्वातु नित्यत्वाद्रा । in the Upanisada. Because of its 


being connected with the heart-boat, it is sai? to 


Td. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


.140. 


originato from the hoart, but it is eternal like the $ 


| 

Atman. This '/nahata Nada'is said to convey a specific 

——— ———— — ———— Kė 

meaning. (THAT I am) स! अहम =I am = That I am. À 
^ 


But Yogi-s have never said that Ahata Nada 
conveys any specific meaning. The sound os 'soham! 
is experienced in the Ajna cakra by tho mind. 
Upanisaias say that there are as many creatures (Jiva-s) 
as there are Nada-s. So long as there is Nada, 
there is mind. By controlling the 'uT @y' Nada 
which accompanies inhaling and exhailing Yogi-s gain 
longevity and power. | 


The culmination of the practice of yoga is 


'Tantra. Just as Sakti cannct subsist without Saktiman, 
Similarly Tantra has no independent existence without 
Yoga. That is why, one also finds a discussicn of Nada 
and'Bindu'in Tantra and that is pertinent to this paper. 


Here 'Bindutis said to evolved from Nada. 
सच्तिदानन्दविमूवात्सकलात्परमेश वरात्‌ | 
आसोच्छक्तिस्तती नादौ नादडिन्दुसमुदभव: ।। शारदा तिलक ११७ 


But in the Upanisads, the evolution of Nada from 
Bindu has been described in terms of four-fold Vak-s. 
Besides this, 'Bindu'is also that which is meditated 
upon, by reciting the first 'Sasabdat 'Bijaksera' 1001 
| and it has been calicd 'Nada-kalatita or beyond Nada and 
Kala. बीजाक्षार परं नाद तस्योपरि Peay, सशव्दश्चाक्षारे कोणे 
fries परर पदुम।। ds 
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In Dhyana-bindupanisada, the Bindu has also been 
expressed in the sense of 'Paurusa'(Virility) while 


describing the qualities of Bajroii-Mudra. 
vd gorg बिन्दू, meg जयति योगवित्‌ | 
मरणा बिन्दुपातैन जीवन बिन्दु TUOTTA ।। 


The vital air is instrumented in tho manifest- 
which is the origin of Kala and 


ation of Nada +, 


, 3 à : 
Bindu , A producer, receiver and zedium of trans- 
mission is essential for the manifestation of sound. 


Nature has made the vital air the medium for Nada 


through which it is manifested. 
Prana vayu,born of the Mahabhuta Vayu (Subtle 
Yayu) is also invisible, just like 1७5 0 its 
perception is possible by tough alone. The Prana 
is composed of the. Sattvika part of the Mahabhuta - 
Vayu. It takes the same form, shape, colour and com- 
plexion as that of the particular body with which it 
mingles. It stays in the physical frame, dividing 
itself into ten parts. It is in incessant motion 


just like air (Pavana) which gives life to it. Its 


action never stops in any of the states of wakefulness 


(jagrat), dream (svapna) and deep sleep (susupti) aad 


e 
ele 
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is always in a state of perpetual motion. It is prana, 


cCarSATT 7 = 


for it is the life-principle and source of energy of | 
every creature. 


प्राणायति, लीवयतोति प्राणाः | 


In the state of upliftment of Prana (Pranothana) 
when it (prana) becomes kinetic ; i.e. starts action 
on different cakra-s then perception of ecstatic 
blissful touch aione is tangible. The vision of the 
motion of Pranavayu on cakra-s is had only by those 


———— 


yogi-s whose Kundalini has been awakened. Awakeniag 


of Kundalini is a special event which occurs by the 


grace of God. In the physical frame of the yogi, 


which is purified by the practice of astangayoga, the 


awakened Kundalini illumines by its glow all the 
inner centres (cakra-s) and parts of the entire body. 
In this unprecedented ligat, by the perception. of 
wonderful phenomena and subtle loments in the body 
as they are, the diee vision of truth (Vijnana) is 
attained. In meditation tho yogi attains the pltinate 
scientific knowledge of tne secret, mystic and 
spiritual aspect of each and every clement. The 
mystery of the creation unfolds itself to him. 

In the texts on music e.g. Sangitaratnakara, the 


locations (or places) of seven 3vara-s, Sadja, Rsabha,: 


Gandhara, Madhyama,Pancama,)haivata and Nisada are , 
d . 48 
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have accepted Nada (sound) as the only means o 


145. 


said to be the petals of the Visuddni Cakra. 

Apart from the yogi-s, the exponents of music 
f the 
attainment of their goal viz. liberation. In the 
social life of their age they could not overlook tae 
basic values of the spiritual and mat^risal concepts 


prevalent in the society at large. Yoga bestowed 


strength and originality tc the evolution of the expos- 
ition of music. 


The word Sabda वगध्वात्मकौ मवेच्छ्वद : of Natya-sasira 


has been replaced by Nada in the Brhad3esi of Matanga. 
The musicians enjoyed the full benefits of the special 
Significance hidden in the word Nada which the yogi-s 
enuniciatod or undo. In the field of music right 


A A 


from Matanga the word Nada has been used with special 


significance. 

The importance and eulogy of Nada is: obvious in 
all the writings of ठेव ल period. The author 
of Sangeeta Ratnakara was not satisfied even by assign- 
ing the epithet 'Nada-3rahman'to'Nada! By personi- 


fication of Nada as Brahma, Visnu and Mahesa, ho at 


once assigned to Nala all the three cosmic forces 

namely of creation, sustenance ənd annihilation to- 

gether. 
RIB 
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चैतन्यं सवीूताना fus जगदात्मना | 
TTS तदानन्दमहितोयमुपास्महे 11211 


नादौपासतया देवा ब्रह्माविष्णा महेश्वर: | 
मवन्त्युपासिता नन य॒स्मादेते तदाल्मकाः।।२।। (odo १९३) 


In Brhad!oesi, Matanga has applaude3 Nada and 


its all - pervaling energy as :- 


न नादेन विना गीतं न तादेन विना स्वरा: । 
न नादेन विना Fe तस्मान्नादात्मक जाल dI 


नाद हूप: St ब्रह्मा नादरूपो SATSA: 
नाद झपा पराशक्तिनांदरूपो महेश्वर: ।। वृहदेशो volo १७-१८ 


Thero is a significant influence of'Yoga-Darsana' 


on Brhaddesi tho work of Matanga., The work, therc- 


fore begins with an eulogy to Nala ani its power. 


qs SWUT: स्थान ब्रहमगुन्थिश्च य! स्मत' । 
तन्मध्ये सस्थितः प्राण: प्राणाद वहिनसमृदगमः ।।१६।। 


नादादुल्पधते fu-erfarg सर्व च वामयम्‌ 112011 


कन्दस्थान समुत्थौ fe स च पचविधोभवेत्‌ | 
सुद मश्चैव1 तिसद मश्च समो र VATE TH: || 
ऊर्ध्वं च करुतै सर्वा नादपद्वतिनुद्धतामु 112R 
सूक मश्चैवाति genu व्यक्तौ व्यक्त RAT: 112311 
कण्ठे मध्ये स्थितो emp अव्यक्त CITE देशके।।२४।। 
कृत्रिमो मुखदेशो तु जेयः पचरविधों बुध: ।।२५।। | 


वृहदेशी go 


145. ० 
Nada is tho only element that regulates the 


entire transaction of expression in the world. The 
three components cf music viz. " गोत, वाद्य, Ja " 
are based on Nada 

गीत॑ नादात्मक वाय नाउव्यकल्या प्रशस्यते 

तदद्रयान्‌गतं T नादाधोतमतस्त्रवमं ।। eh 


तादैन व्यज्यते quf: पद वर्णांत्पिदादगच: | 

वचसो व्यवहासे य॑ नादाधीनमतोझात्‌ 11211 dol : 

Not only in the Brhaddesi of Matnga but 5185 in 
Sangeeta Ratnakara Ratnakara the manner in which tho 3thnana-s 
(locations), the process of origin of Nata, types of 
Nada, their nomenclature and the basis of tho iefincte 
number of 3ruti-s to be accepted as twenty twc oniy, 
has been spoken of, all this exposition, is primarily 


influenced by yoge alone. For example; 


आत्मा विकतामाणो य मन! प्रेरयते मन 
देहस्थ वहिनमाहन्ति स प्रेरयति मारुतम | | 


बह्मगन्थि feud; सो य क्रमादर्श्वपशेचरन | 


नाभिहत्कण्ठमूर्धास्येव्वाविभावियति घ्वनिम ।।संग्र० १-३।३-४।१०।६४ 


कण्ठे तथा शीषे xfazlfawfweder ।। 
In the Sangeeta-Samaya-Sara alsco, it kas been 


said in different words: 
"त्रीणि स्थानानि हत्कण्ठ शिरांसोतिसमासत:------ 
द्विगुणा; FATA” 


` 


In the context of the origin of Nada, Matangs 


has given nirukti of the word Nala ani that too is 
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+ influenced by yoga. : 

नका री प्राणा इत्याहदूकारश्‍्चानलौ मत! | 

नादस्य fzuraTuf ब समीचीनो सयोदित!।।२२।। Feo 


7 
: In Sangeeta Ratnakara also the same nirukti | 
has been followed:- | 
ह नकार प्राणानामन दका TG fae: | . 
जात: greTTÍ74 संयौगातैन नादो मिधीयते 11 Foto १-३।६४ 
1 ~ 
In the attainment of salvation, Nada is the true 
guide. On this earth, none other than Nada is the 
appropriate beaconligh, because it is the embodiment 
3 of both 'Light' and 'sound' (Rupa and Rupa and Sravyata). 


वीणा वादन- तत्वज्ञ: श्रुति जाति- विशारद; | 
तालज्ञव्चा प्रयासेत मौचामार्ग सगच्छति ।। 
याज्ञ०स्पु० ११५। पृु० ३५० 
In Sangeeta Ratnakara too it is said:- 
शाश्वताय च घर्माय कोर्त्थनि:: श्रेयसा प्तव । 
आविष्करोति संगोतरत्नाकर ETTA: ---1। सं०र० ३-१४-१३ 


In defining eos as गोत वाद्य तथा TU १॥१-२१। ९३ 
the need and importance of 'Tid ' (dance) and the 
union of all the three in aao 806 is supported only by 
a yogic experience. 

| | . Why there is the descending order af svara-s in 


the gatra-veena (bodily veena) ani the ascending order 


in daravi veena (wooden veena) is explained and | 
Ra $e " 


| 
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justified only by yoga. It h^s already been stated 
that the Muladhea Cakra is invested with the element 


of earth, the Svadhisthana Cakra with that of water, 


the Manipura with fire, the Anahata Cakra with air 


may 


and the Visuddhi Cakra with space or akasa. It 
be observed that in the lower parts of the boiy sro 
manifested the grosser clements and to tho higher 
parts are manifested the subtier elements. 

Akasa is considered to be the substratum of sound 


ड 


and aka s 8 is tho subtlest of the fino elements. 


Musical sound or Nala is said to manifest itscif by 
the interaction of fire (energy) and nir (i.e. breath) 


in the region of the body extending from the Manipura 


Cakra to the Visuddhi hi Cakra, i.e. from the navel to 


the throat. Tho principle involved is that the grosser 
the medium of sound production the lowor tae pitch of 
the sound produced and vice vorsa. This explains the 


ascending order of notes inthe gatra veena in the 


yogic terms. Related to this phenomenon is tne relation- 


ship of the length of the vibrating string an! tho 
pitch value of the notes produced. The lesser the 
length of the string the higher the pitch. This prin- 
ciple too was discovered by the yogi-s in the operation 
of the gatraveena which is plucked at its upper extro- 
mity where vocal organ (vocal apparatus) is located. 


oo 
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The daravi-veena being struck at its lower extremity 


follows a descending order of notes. In addition to 


Em Lu vm nme, 


this above stated principle the next important influ- 
ence of yoga is varna (Colour & caste). Association i 
of colour with elements finds its traces in ancient 
books like Siksha-s Yajavalkya Siksha contains the 
description of association of colour with notes of 
music and as well with elements. A similar type of 
description is found in Nardiya Siksha. It gives the 
colour of musical notes. Astrology too has emphtically 
emphasised on varna (Colour & castes). In his the- 


osphical book Thought Forms C.W. Leadbeater has 


correlated colour with emotions like anger, hater 


e भै i 
like etc, e.g. Green represents adaptability. a ए) "1 

* Q 

¢ 
"The brilliancy and the depth of the colours are 2 | 


usually a measure of tho strength and the activity 
of the feoling. In the chapter of Sangita Rathakara 
dealing with sruti and jati,kula,devata, rsi, chanda, 
rasa etc. of svara-s, the author has talked about 
colours and caste of svara-s. This was possible oniy 
due to the impact of yoga. Nada contains jyotis-tattva, 
that is why, Rupa (form or colour) is obtainod in it. 
The seven colours associated with seven svara-s 
corrospend with the seven colours ascribed to Prthvi 
(earth) in Nyana Sastra. 
“तच्च शुक्ल ,-नोल,-पीत ,- रक्‍त हरित-कपिश- चित्रभेदात सप्तविधम्‌ E 
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Bupa (Colour) is the quality (guna)of Agni (fire) ana 


Agni is one of the two ingredients of Nada, the other 


one being Vayu. Since each of the five elements (bnuta-s) 


contains the essence of tne remaining four, Agni & 


Vayu, the ingredients of Nada, can also be understood 
as including the colour ascribed to Prthvi (earth). 
To understand the meaning of auite a fe 


terms that have been used in a particular sense in 


texts on music we have to take the sheltor of Yoga 


and Tantra-Sastra e.g. Bindu, Kala वला Matra, 

Kala खाल Prana & Bijaksara. The symbolic represont- 
ation of Bijaksara-s 'J ' and ' $^ ' in sequence 
of musical notations स WL Tuus नि - is also due 

to tantra. ' अ t symbolises Visnu and ' छू ! 


symbolises Sakti respectively. In this connection 


it will not be irrelevant to point out that duc to 

all these reasons music has the honour of being the 
highest Kala. R Sathyanarayana in his article Ganapati 
and Karanataka Music 'in journel of the Indian 


Musicological Society ( Vol. 5, No. 2,1974.) has shown 


that Yoga and Tantra influenced the music terminology 
and grata-s. The Brahmavaivarata Purana explains the 


acronyiny in the name of 'Ganapati' by asserting that 


‘24. 
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ga stands for Vivek a and Na for Moksha and so on, 


Ga denotes Brahman or Manes and Na signifieo voice 


or sound. "There are also other interensting yogic 


Significances : sadja is born in the Mulaahara-Chakra 


which is presided overby Ganapati." 

Moreover in the physical world five main types 
of motion are observed viz. उत्कापणा  (upthrust) 
अवे पण (downward flow), आकूचन (contraction) 
प्रसारण (Expansion) and गमन (perpetual motion). 
This observation of the process of physical creation 
has been utilized by musicians in reference to tala. 
The first four are used in the kinds of 'Eih-sabda- 
Kriya-s' (silent beats) viz. Avapa, Niskrama, 
Viksepa and Pravesa. The fifth viz. gamana or incessant 
motion is used in the cyclic motion of tala The 
motion of Caturasra and tryasra in tala is also in- 
fiuenced by yoga. The vision of the process or the 
motion cf Pranotthana, Nada and Prakasa (light) was E 
perceived for the first time only on the Mula32ara _ 
Cakra. It is just possible that the conception of 
NGaturasra Talas might lave come from the sanie 
experience, for that is faour-petalled lotus aną there- 
in is located a four-angled Yantra too. This conception 
of motion is the fountain-head and thence spring forth. 


the variety of other tala-s. The Cakra named Manipura 


ASG 
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which is ahead of Muladhara and nearer to the navol 
point is ten-petallod, but the mode of motion of 
Prana-Vayu therein is trianguiar. Therefzoro, the 
conception of tryasra in tala coulda have the bearing 
and impact of the experience of this Cakra. 

In the beginning, in the absence of the purifi- 
cation of the nervous system, the motion of the Pra- 


A 


navayu gets slowed down and is obstructed whercas tho 


motion of Prana in the body purified through pranayama 


is tremendously fast and the Cakra-s. appear in motion 


——— 


at that time. Thus yogic exporienco must have had a 
hand in fixing the motion, flow and punctuation of 


tala-s. 


—— 


The inspiration for avanaidha ( अवनद्ध) ) 
and ghana ( न ) instruments is receive’ upto 
Manipura Cakra. The earth and water elements pre- 
dominate upto this point. After this, Cue to the 
predominance of vayu-tattva wind (susira) and, string 
(tata)instruments are possibly-born, in short, the 
complete picture of the ‘evolution of ahata or 


ghataja Na€a is available to us today in the fo 


ln 


music. The Nada accepted in yogic experience of abla 
and Prakasa is gained simultaneously in a unified way. 
This experience is direct and yet beyond the senses. 


Yoga is the culmination of the realisation of this 


‘26. 
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anahata Nada. The systematised worship (upansana) 


of Nada as applied to the human upliftment in social 
life is Tantra. Meditation, practical experience and 
application turned the cognitive experiences into 
eternal truths. Like the tastc-perception of a dumb 
person, the exoeriences of yoga were confined to tho 
individual, whereas the same consciousness got diverse 
expressions in the form of music and got the strength 
to make the nook and’ corner of the spheres rosonste 
or Soho with various sounds (typified by musical ins- 
truments.) 


, just as the oxperiences obtained from 


yogic practices de the entire consciousness of 


4 


the solitary yogi'still ' on the one hand and a 
resonator of cosmic consiousness on the other. It 
is said in Hatha-yoga-pradipika :- 


बद्ध तु नादै-बन्धेन मनः WORSE चापलम्‌ 
प्रयाति सुतरा' स्थैर्य fuequsr: स्गोयथा।। 
4 4 4 


इन्ड्रियाणा मनो नाथौ मनौनाथस्तु मारुत:। 
मा रातस्म् लयौनाध:. स लयी नादमाश्रित; || 


रसस्य॑ मनसश्चैव चचलत्व स्वमावत! | 
रसो बद्धो पनोबद्ध कि न सिद्धयाति मतले ।। 
२६। १४५ 


It is obvious from the analysis cr music and sound 


in yoga that the complete development of ihe two differ- 


ent manifestations of Nada-tattva is yoga and music. 
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Ahata Nada is definitely dependent. upon the ana 


Nada. In other words ahata derives its source ani 


The guestion of tne exis- 


inspiration from Anahata. 


tence of the Ahata Nata does not arise in the absence 


of Anahata Nada. 


This statements of Sarngadeva embodies tne core 


of the efficacy of Nada. 


According to Tantra, Sakti emanated from thx 
3 5 Seep See 


Sakala Parmesvara who is sat, Cit and Ananda. From 


Sakti emanated Nada and Bindu has its origin in Wade. 


The nature of Bindu in Tantra is different from that 


of the Bindu (Zero) '0! in mathematics. In both 
though the Bindu is beyond measurement; Tantrixa Bindu 
is spaceless or incapable of location. It is that 
state of Sakti from where its action of creation 
begins. In Tantra, the 3indu-Tattva is also referred 
to as the Isvara-Tattva. Since both are said to be 
without beginning or end, they cannot be assigned any 
position imagined or imaginable. Both Nada and Bindu, 
are in fact, different states of energy or Sakti in 
which the potential energy gets ready for creation. 


Bindu is the name of the concentratei states of energy. 


In this way the energy which in the 3attvika state of 
consciousness in Brahman,enters the Rajasika state of 


activity in Nala-Tattva, and becomes gross in the 


28 
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Tamasika state in the forin of Bindu. Matamga in 


his Brhaddesi talks of the origin of Bindu from Nada. 


नादादृत्पथते बिन्दस्तत: ud च qT | 


^ 


(कल 


qu Kala has also been mentioned in this context, 


when the energy in the form of congnition (Cidrupini 


Sakti) dissolves and becomes one with Brahaman and 


Brahman becomes Niskala (Undifferentiated) When 


the same energy becomes <inetic, then Brahman is 
gy 


Sakala ( differontisto3). Both these states of Brahman 


are eternal. But when it is said that one-fourth is 
in Dyuloka 

(*एतावानस्य महिमातौ ज्यायाशच पुरुषः | 

पादो स्य विश्वामृतानि त्रिपादस्यामत दिवि। 

क्रग्वेद पुरु ष सूक्त. 
then one has to understand that Sakala Brahman is 
divided into 16 Kala-s Kala is a sp ial phase of 
energy since creation is only a condensed form of the 
infinite power. 
Kala is one of the six kancuka-s (sheaths) of 


energy, viz. 


1. Maya 2. Kala (काल) 3. Niyati .4. Raga 
9. Vidya 6. Kala(qgT) 


१, सा नित्यतास्य शक्तिर्निष्कृष्य निधतोदयप्रदानेन। 


नियत परिच्छैदकरो कलुप्तास्यात्‌ काछतत्वहृपेणा (तत्वसदोह ५।११) 


‘29. 
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» area स्वतन्त्रताख्य शक्ति! संकोचशालिनो सैव। 
कृत्याङुत्येष्ववश नियतममु 'नियमयनत्यभा्न्नियात| | (तत्व FETS ५।१२) 


3 नित्यपरिपर्णातरप्तः शक्तिः तस्यैव परिमिता नूसतो। 
भोगेष रज्यन्तो सततमम रागतत्वमाख्याता।। (सत्व FO YI 


४. सर्वज्ञतास्य शक्तिः परिमित तनुरल्पवेयमात्रपरा | 
ज्ञानमुल्पादयन्ती विधेति Parad बुधेराचैः ।। (तत्व Uo ५।१४ 


y सर्वकर्तताशक्ति सकचिता कतिप्यार्थमात्रपरा | 
'किचित्क्त tty कछयन्तो कीर्त्यते कळा नाम।। (dedo gigu) 


There are two types of Kala. (1) Antah (inner) 
(2) Bahir (outer). Bahya Kala-s are sixteen. The 
sixteenth Kala is Amakala and is in the form of yoni 
(Womb) ani Pasa (Snare). The seventeenth Kala is 
Nirvana Kala in which there is liberation from the 
sins ( of attachment of bondage ). 

According to a different classification the 
sixteen Kala-s are 5 Jnanendriya-s, 5 Karmendriya-s 

Tanmatra-s and sixteenth is the mind. 
In Prasnopanisad we have another nomenclature 


of sixteen Kalaes given by sage Pippalada- 


1. Prana 2. Sraddha 3. akasa 4. Vayu 

5. Tejas — 6. Jala 7. Prithvi 8. Indriya 
9. Manas 10. anna 11. Virya 12. Tapas 
13. Mantra 14. Karma 15. Loka 16. Nama 


OUT इन रथानाभा कला अस्मिन्‌ प्रतिष्ठिता | 
त वैथ- पुरुध वेद यथा मा वो प॒त्युः परिव्यथा इति 
RIITTA Eng 
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In Netra-Tantra one finds the following classi- 


fication of Kala 


1. Samani of Seven types: 


(a) Sarvajnna (b) Sarvaza (०) Durga 
(d) Savarna (e) Sprhana (f) Ohrti 
(z) Samana. 


2. Annjani of Five types :- 
(a) Suksma (b) Susuksma (c) Amrta (d) Amrta- 


sambhava (e) Vapini 

3. One Kala of Mahanada viz. Urdhvagamini. 

4. Four ४81 878 07 Nada 

(a) Randhika (b) Dipika (c) Rocika 

(d) Mocika. 
Kala, as the inner energy of Nada and the like, divides 
them (Nada etc.) into four Anda-s viz. (1) Brahmanda 
(2) Mulanda .(3) Mayanda and (4) Saktyanda. 

Just as Brahmande is enveloped by either (Akasa) 
the remaining three Anda-s viz. Mulanda, Mayanda and 
Saktyanda are enveloped by Prakrti, Maya and Sakti 
respectively. Saktyanda is pervaded by Santakala. Its 
limits are within the 3akti Tattva and Savidya and it 
includes the sakti-s of Samani , Vyapini, Anjani and 
their Kala-s plus the Sakti-s of Nada and Bindu and 


their Kala-s. The gods (devata-s) of Saktyanda are 


ee 


named Mantra-Mahesvara, Mantresvara, Mantra and Vidyesvara. 
3. Between Suddha Vidya and Maya Tattva is Vijnana- 


Kala which through evolution of Bindu creates the world. 
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Beyond this the Mayanda is pervaded by Vidyakala 
Its gods are Brahma,Visnu and Rudra The entire creation 
from Brahma to a blade of grass remains in Mulanda 
and Brahmanda. The meditator by worshipping tne pre- 
siding deities and Kala-s and by their grace can 
attain the highest state of union with the Branma- 


Tattva or Sakti Tattva, thus achieving the ultimate 


goal of life. 
This great energy (Mahasakti) is described in 


many works on yoga. The yogi-s, the Kundalini is 
seated in Sahsrara in the form of light To vitalise 
the whole 99113 radiated by the Susmna Nadi and even in 
fact through the physical frame this energy flows deep 
through the minutest subtle Varjra, the subtler Citrini 


and the subtlest innermost Brahma-Nadi. The subtlest 


Nadi has been compared to a lotus fibre (Mrnala tantu) 


in the Upanisad-s. 


WSS अस्या: स्त: इति कुण्डलिनी 
मूलाधारस्थ वह्यात्म तेजोमध्ये. व्यवस्थिता ।। 
. जोवशक्ति! कृण्डलाख्या प्राणाएका राथ तैजसी। 
महाक्ण्डलितो प्रोक्ता परृब्रन्नस्वहञपिण्यी | | 


शव्दब्र्ममयी देवीः रकानेकाच्य ए कृति 
शक्तिः कुण्डलिनो नाम विसतन्तुजिमा शुभा।। यो०कुण्डल्युप्रतिषद्‌ 


0) यी का 4 
अष्टधा PATE CTY कुण्डलोम_(योौगशिरवोपतिणद) 


ie i 


ROO 
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कुळा quefedr चैव नादशक्ति-समन्विता ।। we चढ़ TET 


reci VLA CR ntt 


+ 4 i 
PTIT आत्मशक्ति: कुण्डफिली परदेवता | | Í 
शायिता मुजातकारा सार्ध त्रिवलयान्विता ।। .(धेरण्ड सहिता) | 


+ 4 4 
mata queórufur: सुप्तामोकााय यौगिनाणु | 
बन्धनाय च मूढाना यस्ता df स.योगवित्‌ ।। 
कुण्डली कुटिलाकारा सर्पवत्‌ परि कीर्तितः । 
सा शक्तिइचालिता येन स युको तात्र संशय: || 
(हठयोग प्रदोपिका Fo १०७- ९०८।११३ 
+ + 4 


मूलाधारे पूलविद्या' विद्ुत्कौटि सम प्रभाम्‌ | 
atte प्रतीकाशा चन्डरकौटिदवा Toe | 
जिसतन्तु-स्वहूपा ता बिन्दु त्रिवलया . प्रिये।। 


` 


Kundalini is the Nachiketa fire of the Kathopnisad. 
The western scholar Sir John Woodroffe called it 'The. 
serpents fire! '( सर्पवत्‌ वल्यान्विता अग्नि )" only after 
the complete work of a 100 days will the light be real, 
then will it become spirit fire, the heart is the fire, 
‘the fire is the: Elixir"; Madam Blavatsky called En 
"cosmic electricity', because this is an immense power. 
She has said that whenever light ETELE at the rate 
of 185000 miles per second, Kundalini does so at 345000 
miles per second. It is faster than light. 


SEG 
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"Kundalini is caliead the serpentine or annular 


power, on account of its spiral-like working or progress 
in the body of the ascetic, developing the power in 
himself. It is an electrical, occult or fohatic 

power, the great pristine forco which underlines ali 


organic and inorganic matter". 
( The Voice of Sieence . 27.) 


"This above stated energy (Sakti) polarised in 
two forms namely static (potential) and dynamic 


(kinetic-the working force of the body as Prana)" 


Energy takes two forms one is static ani other is 
Kinetic. 


As the mountain Meru is said to bo the mainstay 


of the planet, the earth, so also the vertebral column 
is the mainstay of the body. The lumbar column is 
constituted of 33 vertebra. This figure of 33 may be 
related to 33 crore Devatas or bo computed by taking 
the following into account;- 
Prajapati (1) Indra (1) , Astavasu-s (8) Dwadasa 
Aditya-s (12) and Bxadasa Rudra-s (11). This can be 
conceived on the basis of the relationship of the 
macrocosm and the microcosm. 

The spinal chord is hollow from vicia TE 
lower extreme is pointed and small. The surrounding 


portion of this angular point is known as Kanda. 


5 Sabo 
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Kundalini » the image of tho vital force (Mahasakti) 
stays in this Kanda., Out of the fourteen important 
Nadi-s, three are main viz. Ida, Pingala and Susumna, 


Ida from the left and Pingla from the right coil on 


Susumna in the spinal chord. Susumna Nadi located 
inside the column starting from the Kanda goes to 
Sahasrara located in the head. Just as the trunk of 
the banana plant is formel of concortric layers, 50 


also Vajra, Citrini are coiled arcuni on Brahuanadi 


and are placed within Susumna concentrically. 

Through the practice of yoga, on this Brahama- 
Nadi the awakened Kundalini overturns anc shoots up 
dancing most briskly in the form of luminous energy 
to Brahma-Randbra located in the head and thon returns. 
Thus tho whole nervous system gotsvivifiel by the vital 
energy, as if tho whole physical frame is kindled and 
it glows with luminous energy. In the spinal eolumn 
the shape of these kinjlled Na?i-s appears to be like 
that of a serpent in sitting posture with raised hood. 
That is why this. energy is poetically called Kundalini. 
The awakening of this vital force, viz. Kundalini is 
perceived in two ways, fire stl in the form of uplift- 
ment of Prana (Prano-tthana) anl secondly, in the state 


of enlightenment an?! intense activity. The second one 


LI 35 e 
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is that of Ananda (Bliss) beyond imaginstion and 
| १; i description. 
. Inside the spinal column six (seven or eight 


or nine) Kamala-s or Cakra-s are conceived to be strung 


T in the Brahmanali. This is popularly called the 
p a Sat-cakra. Each cakra has a colour of its own. These 


R "t six cakra-s are located in front of different parts 


| . — of the body inside the vertevral column and are 


known after their names. The complete picture of 
the Cakra-s described in the Tantric texts is given 
below in a chart. 
We find that in different texts thereis a diffor- 
ence in the number of described Cakra-s Z8 the names 
"of their presiding deities. Some Upanisad-s also ` 


contain the description of Kundalini and Cakra-s but 


^ dia E 


ri dt is not as subtle and comprehensive, as is found © 
^ 
. in Tantric texts. As regards the Cakra-s over ani 


ve the wellknown six, it may bo said thet in the 
à nod Manipura and Hrdaya Cakra-s there aro two 


- 


| T 
more Cakra-s called the Sun and the Moon. Manas- 


Cakra  Candra cakra and many other names are found 
+ The location Surya cakra is in the 


NS 


1 
? 


vo. 


यांग साप्रदाय-दर्शन 


tee 
डॉ, दि oA, FT 


श्री, श्री, ठय, नहाते, Hv? 


qe; uu, ui uer. श्रीगुळ्ाणती मह रज 
` २ 


vaa; fasg uvis ¦ 

WSCA eit FS KAIER पर 

एठघ्यंव। क्र area यः Ubgesid तस्य dq 

USCIS ACA! TROLS uo 

य Darul कडालिनी vradtear अव्यक्ते व व्यापक अस्थेपासून प्रथम 

VUE बीजमत्र जा अपकार त्यांचा प्रकाश gor, ATPT निरनिरांठया 
ठवताच्या Hardy रचना etc म्हणून este जागृत झाल्यावर ufuerer 
प्रथम eaten व yigg qme er arch etal, a? आम हैं scm ब्रम्ह आहे व 
ठेच gous श्रेष्ठ अहे. याला a? ऑतरात्माच्या' ठिकाणी स्वत! स्फारितं जाणत? 
त्यांची जी इच्छा असेल ती पारेपर्ण cid, d असू eva परम श्रष्ठ अवल्यन 
आए, योग dU या परम अपश्रयांला जाण्यानं ge; Sord प्राप्ती eic 


म्हणान है (अगम) FH ATS, e wA सांगणे Aw, ब्रम्ह अबा 
इ.मन!ग!चर आह, deu Å ardara ata fe पवाणीच्या पलीकडील अ 
ज्याप्रमाणे" gers रूप वाणीचे cad बैठे जात नाही WRG यांचा scia 
ब्रम्हपप्रणाणें' ata Jer arat, साघारणपणी व्यवहारात येणारी अझ्ारे सोळा 
स्वर, छत्तीस Ae Yates Aiwa, व्याकरणाच्या TRATIATUY उद'त,अनुद Tj 
स्वरित मदाने कित्येक प्रकारचे gera wea, दीर्घ vgaigr स्वराच्या uir 
a 
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eat दहि पापानि Aaler Tae: 
ऑप्यांयन; vest arta Paatero ta, 


शास्त्रात वैदिक मत्र जपाच्या फलाचा अवघी सागितला aie म्हणून 
सामवदान मत्र Died, BOTA, TIUTE स्वरा ये उळ्वाराण करून जप हवन Sun 


ee-e 


आम चा घ्वनी कातात, त्याचा स्वरछी त्यांच्या अर्ठरगात Aw. ST ATA स्वतः 
fuse आहे. यांच्या विचित्र स्वराची य!जन! efod srad Wed हल casi 
यांचा! -हस्व उच्चार ह!ण्याम पापाचा माश Stal, .दीर्घ उव्वारण्या- d.i 
प्राप्ती ह!6 आणि प्छुप्त स्वराच्या Sorto शरीर, पन आणण प्राण 


यांची तृप्ती हदै 
सिध्द महाय? गाचे कार्य सादन करण री योगमाया अडाठिमी शक्ती 
वैदिक मंत्राच्या समस्तं स्वरांचे संपादन करदे, त्यावेळी हए alere moraru 


प्रसफ़ारित Sia AT आण माध्यम याच्यातन जाजन वैषरीने sued god: 
aTfuT gaat Har ge ह (ताच साधकाच्या मल!घार व ठ।ळपलाच्या «Ure 
आरम Slat आणिण staraviat फाडज,युषाभ गाधारा दी विचित्र स्वराने दीघं 


२ — — 2 eh — — >... >. ee ee >. >> >... > ——À À — i ऋना 


प्रणवा उव्वारण sis, या. प्रणव घ्वनीचा अर्थ स्वर, Sa वण'शंरी e oran? 


कम > > so ns me > >. md an ee >. M n RÀ >> >> — — -> e ४ 0” n m 


wet राखीत नाझी, मलाधारापासन eef शक्तीच्या प्ररणो साघक स्वत: 
उच्चारण करती त्यावेळी साधक प्रास; अर्थसत्ञांशन्य ह?त असत? व दुदयाकाशातं 
पुष्करा artat गुनारव Wear परत नादच निदेश करू vies साही अधण 
dT आनश पर्ण झाल्यात ल्याळा o ज्ञान रहात माही, की अपण फर 
जरान घ्नी करीत आहत, हे? गगनमेंठी घ्वनी- जर रा त्रीच्या तेळी खुल्या | 
मैदानात केला जाईल तरु a] दोन-तीन Herud-s मन qu कलन टकती, परतु 


grita vacrfus m uli ity SPEED by sev मिश्रित US $T 1 NS 


CC-0. Gukul Kangri Unive 
*. 2 . 


$ CENE ass 


‘154. 
स्वरांची प्रचीती गेहे, त्याप्रमाणे” यः स्वत: yoTataT घ्वनी उमयताना अर्थबोध 
vfea atada निस्य करत, याच्या स्वराचा कही मग हर शंबदाशी 
समान Hua]. परतु altar हुशारच अहे viat येद नाही 


agorar सवर : 


wordt Sect कि? stormt प्रणावज afa काही Sari लय पावती 
त्यावेळी साधके अपपल्य! इच्छेनेही auf घ्वनी कह vival परत मानसिक आनद 
येत FIST व दह॥-पाच War घ्वनी करताच चित्ताला मको वाटते, दपल्यास रे 
वाटले व गळ्याचा स्वरम etal, -स्वमावतः Pear आवेशात कित्येक साचकीनी 
प्रायः 'मित्य चार-पाच ara याप्रमाणे fucus महिन दीर्घकाळ प्रणंवध्वनी कला 
होता, त्यांवृळी त्याचा स्वर weet होत अहे व शारीर स्फार्तियुवत राहतं sU, 
RII या aria अशेशा ल्याें समश्य fua समजून देणे अशक्य आहे, 
यादीर्घप्रणान घ्वनीच्यानतर fucile wena atar हा घ्वनी umi ह तर, 
IMT साघनात याला स्वत: प्रणव जप अहे नाव आएं, अन्त दीर्घ प्रणवजपा 
"er या सूक्ष्म जपत समाला त्यांच्या शांतपट अधिक ga अनुभवाला मेदे, या 
जपाची fya अष्टोप्रहर चाल्हे, स्वप्नामध्येही साधकांचे मन ड्रियाशील रह 
वाच्या आरमैएचा व अवघीचा काही नियम नाही 


सूक्ष्म प्रणावजपाचा ATTA FAET याँगापासून प्राप्त TUT नया 
ऐश्वयाची समला इच्छा cle नारी, UP जपापुठे मन sons ह!ऊन राह 
fasrzareavar ya orla aia? अणिः मम अपेत्मतत्वांत निष्ठावान व Festa 
होऊन tied, eragtart व्यथित हरीत नाही, प्राणप्रवाह RY चालू quat 
परत स्वास-प्रश्‍वास crf gla नाहीत, सांघ्काला सांघमाल नसल्यावर दुस-या 


Rar कपी ह तात s Sta fai मख्य ह:८ त्यांच्यांचनरःजर सांघकाला सूक्ष्म नांद 


aut गःचर ह (तात, sur अधी दूर व #घी कघी जव5 SU स्तात, परतु या 
अवस्णतही सांघकाला ata काही दृश्य fon नाही, त्यांचे मन शात we 

a एकाग्र viec, MANIT amr विस्मृती Ga, Wa या seca मनाला 
बाहेरच्या PRE, GEL AG RS अत. रका ge: प्रणव जपाच्या 


niversity Haridwar 
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अस्त मन धारणीत पणौ प्रतिष्ठित हदे, त्यांच BTM साधक green व fui 
~ 
e 1 I A A Ta pres = ur Gd s TX c As 
याना fara? आणा त्यांच्या शरीरात ममी wes गु णाचा संवार असत, 


gius वेबरी fium प्रवर्तित स्वत: fuse er «Tq वर्णरूप. "vit 
यैत नाही, त्यांला घ्वंनिह्प स्हणाण्यांची अवश्यक्तत आहे. करण Digg, 


ux प्रतीत Stat, परु स्वर च पृथक निदेश Sia नाही. म्हणून याला sqná 
Peat विचित्र म्हटछँ असता ASAT हरणार नाही, स्वत: प्रणव जपात मनाची 


अवस्था' मनच WIUIG, qe guid जपाच्या घ्वनीच्या vevTuadr सगण आद? 


>> ` ud x CERT i] yf =e »* न x ni 125 —y aD S अन ४" 5८ > 
पर्यन्त siorse VTS शाक्य Fiiss मारी, साधिक या Tout अनाहत ST 


घ्वनी अथवा नांदानुसधान RTA Wear Twat, परु हे अनाहत ध्वनी व va: 
प्रणव जपाचा ध्वनी याच्यात सास्य आहे, कारण अनाहत घ्वनी दहरे प्रकारच 


असतो, प्राणवाय Wie जातेवेंढी भेरी इारज्ञारी शाबुद ऐकू येतात व शेवटी प्राण 
ब्रम्हरप्रात स्थिर झा$ल्यावर किंकिणी, बरही, वीण, garati vias फेकू 
येतात, म्हणून ARAA व स्वतः -प्रणाच यांत अवश्य मैंद आहे. कारण नाद ds 
संधान fem व चिरस्थायी aed व स्वत: - guTaeu afew pror स्थायी waT, 
प्रणव नाम आप लक्ष्यार्थ आहे : 


e * R 
ud पदाधीचें नाम वाच्यार्थ असदे, परतु wird wu suus suc. Gus 6 
आहा 


»uy 
~ 
D 


परवित्रपरम Gera रूप diu जपादी साधघनकांलात प्रणावनांमाने वाच्यार्थ ह 
जप en aav स्थिती कालात ब्रम्हे रूप अम्‌ लक्ष्यार्थ असठे, असे STUTT एका 
व्यक्तीत्र नाव हरी आहे, हरी शाबदानें हरीच्या रूपाचा atu ota नाही, नावाचा 
ata Slat, नाम वाच्यार्थ आहे, हरीची Hz झाल्यावर त्याच्या रूपाचा Giu 
wae e त्य " i AQ via य E ES » E श्री A e 
ear, 6 त्यांचं wu लक्ष्यार्थ आए, म्हणून य/गदर्शानात सागितले आह की तस्य 
वाचक; प्रणव; प्रणव ईश्वराचा वाचक आहे. अथात त्यांच्या नामाच? प्रकाशक 


` आहे. म्हणून at वाच्यार्थ आहे. TART कहन अथवा जपंसोघन कलन इईश्वराशी 


f ] » 
Gan पावल्यावर aly लक्ष्यार्थ ma] म्हणून gota नाम असन ata वस्तू Ae, 
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eT aly स्वर व्यम वर्ण नाही, जो. वर्णही नाही दै, -हस्व दीर्घ अथवा wee 
कसो असू शकेल, WU ST वणरूप प्रणव शाद नाम-वाच्यांध आहे actor 
ध्वनिर्प St Tg vigs seared आहे. हा हुंदयप्रभीऐेदी aly चा fasta uiu 
साधनाने अनुमवगस्यच आपचे, 


URED चिदाख्यांत यत्सिघ्दीनां च STCOUTH 
यन TAIAT जऱ्मबधात्प्रमुज्यत , 

HET WATS! श्पदङ्रम्हे ति कथये 
ASTI sired, स्वाधारा faget 
dVHTHcude नद! सक्म बीजादिवॉकरप्‌ 

oT पर्श्याती विदुर्विशन यथा usufa air: e 


S E m . पल य॑ > a m. ज 2 fu c ET m 
s? चिट्रूप AW, नमस्कार करण्याला aw आह, ज! सिध्दोच कारण 


| आहे अशण ज्याच्या विज्ञानमात्राने' जीव SSN Teak aero मुक्त giat 
अश अज्ञार Test घ्वनीच्या परमनांदाला IR म्हणतात; मलाघारचळ 
स्थित Tagefoort viadtorga e vafueu dig Uer tial, यांचा सांघकॉला 
मूलाघारामध्ये werstufr व माभीमध्यें पश्यक्षीज्या work अनुभव Fa? 
qau ae घरों गर्जत्पर्जन्यवगीन्नम: 
aur स्थित gyrra मध्यवेत्यामिधीय, 
Ufvi-4 vevien प्रथिवा ant Ut. 
STRATA BUT dicdilosstt-HZzoiq. 
अक्घारस्यः पदानि स्यः ujes? वान्य समव! , 
सर्वे वाव्यात्मका War वेदशास्त्राणि कृत्स्नशः : 
पुराण! निव ॐ व्यनि wrortva विविधा अपि , 
अरित हृदयांत प्रधयपाव/ए6 मंघगर्जयप्रम/ए या आपच्या! घ्वनीला 
aa? arfor दुदयस्थ प्राणाच्या ee RANA ताइुमलादी स्थानापासून शा।लगछल्ख् 
^ | 
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E रूपान , ser वाणीम, अकॉरापासनम mentia अल्लराज्य/ शाजद्रपर 


t 


D i a d 


०2-67. 
प्रकट aval. त्या अल्लरापासन पद व पदापासन वाक्य aad, जितक मत्र, वदशा पस्त्र 
प॒ राणादी आहेत हें सर्व अधण काव्यं व pea देश-देशपतराज्या 
माणात या. सर्व . वाक्यमय SUO 


SCAN TSA miia सने न?दसमुदुभवः 

एषा सरस्वती देवी vdd Hu: , _ 
वायुना वर्हिकुदन M शनै: शनै! . 

तद्विवर्तपदेवाक्यैरित्येव' ade सद, 

qs AY eT शाक्ति योगी स्वात्मानि पश्यति , 

स वाक्सिघ्दमवाप्नौंति सरस्वत्या! प्रभावतः . 

बेदशएस्तपुरवणााला च स्वय adr भविऽतिं „ 

यांप्रमाणे सप्तस्वर अगण गाधा या सर्व घ्वानिषपं न।द४पःसून उत्पन्न 


कडल्नी staia प्राण व अग्नीज्या WU यांचा साधकाला gar अनमव 

THT, हीच क्री yTadl विवर्तहूप हरून JARTA प्रकट Sid, ज! uiu? QT 

डावतीला आपल्या [ठिकाण पाहत? eurer सरस्वतीच्या ate वाकुसिध्दी प्राप्त 
22 » 2 “च ‘ RR : 

eid व at स्वयं dari Team TUI rar adr etal, 


उ्क्तात्ममामद; ud पश्‍चात च विविध: qu. 

अभिव्यमत yoru नादास्तात्सिद्विसूचकाः , 

अन [तहतमनुळ्चॉर्थ aR पर ig. 
Atos नव ulaaT प्राण्णाविद्िभस्तुलीक्षता: . 

अतरांत wutfaeu ऑत्स्याच्या प्रलराधशपर्वी fear प yard साधक नाना 
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प्रकारचें शाद एकल, है मादशाबुद व्यक्त व अव्यनत अशे दान फ्रारचे असतात, 
ज्या शाबदान? AEAT क णत्याही yigg ii उपमा देता JH नाही,त्याना 


अठ्य्नत म्हणतात अणि? s vias diu wyaro स्पार Ueftd हतात त्यांना 

3 RG FVIGTG, & wide वर्णीत्मिक आणा घ्वन्यात्मक अस. नानी प्रकारचे असतात 
घारठर्शावाय किया उच्चार शिवाय v aaa स्वर्त! ह तात त्यांना मगाल्दायक 

Vígoge म्हणादांत, FR अनाहत घ्वमीचं लक्ष्य करण mir य? न लात | 

नऊ प्रकार aed, UINTIA नाद असख्य प्रकारे SiS आहेत परत | 


€ TON t i 
WONT RU यासा नियमित सख्यांरू्पान c अनमव पतात, . 


HiT STAT यस्य SATA adc 
Ugz NSS Wed WIDISdTU yak 
ARRAT Aga धनस्‌, 
sna a asare मध्ये ax, 
udi व्यास सप्राप्हे घ्वमिश्पत्यद्दे महान, . 


की. 


घटादीना geret da: सिध्रिदृरत: , 


ARTE मन ज्यावेळी आकाशातत्वात जते त्यांवुबी सुक्ष आकाश: 
TA नांद seus glera, त्यावेळी साधकाला सृक्ष्म vise लोतीचे दर्शन व 
VISE एक गंतात, TST प्राणावाय क्रम्हरघ्रात जात ceci संघघ्वनी व aE 
Vide एक Jani. अवराधाश त UTUT गल्या ह [4 ध्वनी ele SD 
पेरेप्रमाण्ी वाचे ara लागतात. है शबद यौगसिघ्टीचे qas dita, ed हारऊ 
छागल WU याग सिध्दी दूर नाही असं wate 
दिव्य arara Beit : 


अगदौजलधिजीमुल भैरीझारजारसवा; , 
ARNO खे त्या घटेएकाइलनास्ठथ 
seg evit वश वीण! छपर TA स्वना „ 
इति नानाविधा नादा:श्रुयच्ते देहमण्यपा: „ 
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UR 


हे नाद समुद्राच्या गर्जनेप्रपाणे, सेचगीप्रमाणे, waaga प्रमाण! , 
` गाडीच्या शळूदाप्रमांण', जढणा।-यां अस्नीप्रमाण!' Ue Tea. अधवा पेरी, 


— — — — — — — — m — 


ल, Gord, मार्दल, "o3, Yid, घटा, किणी STIGIT करताल व 


अथवा वृष्ाम, मयर, ON, मघुमाक्षिकां, SiS, चिनांचणी Arai 


= x ~ °> iai EE IN. ae 
पशापक्षी, कीटपहगानं शांजदाप्रमाणं, स्त्रियाच agaru Temi yerat 


gieTeUr कालारलाप्रमाण Tibr eT we Seda dior कघी sua gu 
digear ध्वनी us wal. Bia चित, Taraur, ut, via, वीणा, 


करताल वशी, मृदग मैरी अणिः 7M हे नाद मुख्य आरे 


m" ame e uuo Gem eum wu» cus Uu» GN Guo बनी see we» मीन MUN GRO Mee eme et re rm sus GEM MUR Rum न an MU sue cms Nem Ges wee Gus que cre cem cem Tap n m 


प्रथम चिचिणी ara ळ्दितीय गात्र भजनम्‌ , 
तृतीय vded यलि चतुर्थ कपत शिरः .. 
पचस Yaa dis DRY TABIaUTY, 

सप्तमे गूढ विज्ञानं परावाचा À, 
अदुश्य' seri देह" दिव्य' चह्लुस्तथामलपु, 

eri परम gu मदेद्म्ह resa. 


प्रथम चिचिए नाद Um झापल्यांने शरीरात PAFA SIC, दुसरा 
fafavt नाद झाल्याने शरीर az लांग्हे, तिस-या घटफमादाःम प्रस्तेंद giai, 


OTA Fat, चवथया रॉखनादात मस्तक STU SITE, पाचव्या तत्री io 
ATA अमृत Toth, सहाव्या करताल नादान अमृ ताज अपस्वादन vió. 
gismi avit gni गढ विजयाचे ज्ञान हदें, ATs yet नादाने 
2 E A r m 
miana die gia व Wins वॉाकसिघ्टी eie. नवव्या परी dig 


शॉरीरांची gexat, अदृश्यत्व सिघ्दी व अवरणारहित दिव्य दुष्टी प्र Tui 


हते arfor दहाव्या पेघनांदाच्या saoti ares समाधीत ब्रम्ह एशी एकता 
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नवशाजद हतुपरित्यज्य aue Tu समाश्रयत्‌ m 
घ्यांन्नन' सदा यःगी पण्यपॉपेम Fork | 
aiee Ryor Tageite viai 

सले तत्र लय' यति ब्रम्ह प्रणव नादळे' 


UREA suxlad Ua Ais tes त्याग कहन मेघाप्रमाण कवळ ध्वनिरुप 
आँमुकार1चाच ATAA कलन vig, अ!सकार uer आपआप झाल्यावर दुस-या 
णित्यांही) नादात Wa उावण्याची अवश्यकता नाही, aires agers 
घ्यांन करील राठिल्याने योगी लॉक पापपण्यांत fera gta नाहीत व aigra 
जातत TU? कोटी नाद आणा राठी fagen ज्यःजी ही ud Spe 

aterrar uid sa पावल, 


* 


asra त्यांशु योगी ध्वन्यात्मक मम 

TASHA ura vimos wem. 

ग्मीमिष्ठमह TST? यागनिष्ठास्तथामर | , 

#परपजया देवयानगरि.' Ue. 

DEAT फरपवस्तिस्त' लॉक प्राप्तमीरादै, . 

fas माझ्या ern आकाराचा आश्रय sw योगी लॉक सत्रेलकाला 
प्राप्त Stata यांत शाका माही, नें RTA ele वैदिक कर्म, उदगीथ, उपांसन। 
mrar अथवा यौंगपरायण s Ca C aterrar आश्रय कहन देवयान गतीने 
HlerTO: जातात, म्हणून Breet पुनरावतीरहित अशा siori इच्छां 
RUT ara ऑकिराची उपासना कन माल्षाठा जातात, 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


» " PERS 


-have long been curious and speculative about the psy- 


PSYCHOLOGICAL CORR ZS OF MUSICAL CREATIVITY : 
A SELECTIVZ FOCUS | 
| 


MANAS RAYCHAUOHURI 


Mankind in general and psychologists is particular 


chological background of creativity in arts, But only 
during the last twenty years curiosity and speculation 
have given way to objective studies and controlled 
observation. A number of these studies have subjected 
creative artists, musicians and literary persons to 
empirical personality studies (Barron, 1961, 1963;Cashdan 
and Welsh, 1956; Cross, Cattell and Butcher, 1967; 
Drevdahl and cattell, 1958;Eiduson, 1958; Holtzman, 
Swartz and Thorpe, 1971; MacKinnon, 1964 to name a few) 
with a view to answer the question : Does an original, 
exceptional and creative product occur by chance or 
does it occur as a result.of a particular configuration 
of psychological attributes ? Findings of most of the 
DAS JASON, studies lend positive support to the 
notion that artistic creativity is related to certain 
attributes of personality, the intellectual, affective 
and motivational characteristics, the various background 
factors of development and milieu, though pointing to 
wide variations as to the constellation of the said 
correlates among Ais Giove samples studied by various 


investigators. 
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A close scrutiny of the past researches on “ 
artistic and musical E ity heveals tnat most 
provocative concepts concerning creative persons 
psychological world have been gleaned from studies 
of the eminent (Dellas and Gaier, 1970). às early as 
1942, Harrower ‘and Cox studiod a group of well-known 
american musicians with the Rorschach ink-blot test 
and arrived at the finding that "Musicians are much 
more systematic (in their personality styles) than 
the artist (painter) suggesting that music is something 
more thah an art, that it is to a degree a science" 
(Harrower and Cox, 1942). Despite the futile outcome 
of a number of investigators in this field (as for 
example, Roo, 1946; Anderson and Munroe,. 1948; Nash, 
1954) who attempted to identify the characteristic 
personality structuro of the artists, analytically- 
oriented researchers continued to explore the psycho- 
dynamic bases of relationship between ० talent 
and personality. A Rorschach study conducted by Myden 
(1959) on a group of highly creative artists, re- 
affirmed some postulates of Freud and Ernst Kris by 


showing that creative subjects employ primary processes 


/ ultimately led to the integration with the secondary 


cesses without any significant increase of anxiety. 


u 


= 7989 


regression in thinking processes without any sympto- 
matic diminution in ego-control, and appreciable absence 


of repressive mechanism characterized the psyche of the 


creative artist. Utilizing the Rorschach data, Hersch 
(1962) was able also to buttress the suggestion that 
the cognitive functioning of creative person is 
distinguished by a greater availability of both the 
relatively mature and relatively primitive processes. 
This flexibility in thinking prccesses has also been 
found with the creatives studied by wild (1965). The 
special capacity of artistts.ceg¢ toualtow regressive 
functions to operate—a biphasic rogression-progrossion 
capacity-- not only indicates artist's supericr ego- 
strength to handle apparently pathological tronis, but 
implics also that he is relatively unimpo3ed by con- 
flicting forces in the environment, exhibiting sufficicn- 
tly flexible controls which helped him to win over these 
conflicts. 

In a well-designed personality study Hiduson 
(1958) also found that it was primarily in their ways 
of thinking and perceiving that artists exhibited the 
most marked differences from non-artists. 3118 reports 
that the artist's thinking "is marked by a great deal 
of elaborated fantasy; they ars able to tolerate ambig- 


uity in perception and also have the ability to leosen 
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or relax their thinking without accompanying personality 


disorganization." 

z The nature of creative artists 'sex role identi- 
fication has also been examined in a number of studies 
(Barron, 1963; Hammer, 1964; Mackinnon, 1964; Myden, 
1959). It is reveaied that sex ambivalence implying 

an active masculine pattern in the female znd a passive 
feminine pattern of interests in the male distinguishes 
the creative. That a certain degres of cross-sex 
identification is related to creativity in both men 

and women has also been observoi by Raychaudhuri (i271). 
Interpreting the significance of sox ambivalence and 
bi-sexuality in creativity, Dellas and Gaier (1970) 
suggest that "though feminine components appear to a 
greater degree in the creative male personality, it is 
the blending of th feminine and masculino, tho inte- 
gration of the necessary sensitivity aad intuition 

with purposive action and determination, that is 
conducive to creativeness." 

Despite the agelong tradition of the Indian art 
artists there have been very few attempts to explore 
scientificaliy the psychological make-up of creative 
artists. The traditional art theories of India adhere 
to an idealistic notion about art and artists. Musical 


artists have been considerod as "pupils of Goa" 
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(Coomarswamy, 1948), singer as 8 medium communicating 
between the mortals and the Divinity--the eggect of 
music is a holy communion with the scul, a kind of 
yoga (Ratanjankar, 1957). 

Of tne few experimental studies on artistic person 
that have been undertaken in this country, Bhattacharyya's 
(1956, 1980a, 1960b) work on painters rovoaled that 
fomale painters wore more omotionel with shallow foeling 
for life as compared to male artists. Other distinctive 
psychological traits of the painting-group include 
sociability, confidence, spontaneous reaction to sensory 


stimulation, social introvorsion and perceptual facility, 


Jj 
The present author's early studies (Raychaudhuri 1961a, | 


19610, 19629, 1964, 19652, 1965b, 19650) have shown 


, 
that artistic porsons including musicians studies by 

him (i) have feelings of depression in their childho.d,. 
(ii) have strong ocdipal attachment, (iii) are basically 
dependent, submissivo type of person with a low need 

for physical activity, (iv) have high degree of sensi- 
tivity, (v) have vivid fantasy life, a tendenoy for 
daydreaming and ability for playful prological thinking 
and (vi) have the capacity to channelize their aggression 
into sublimated actions. Subsequent studies (Raychaudhuri, 
1963) have this to conclude about a group of creative 


musicians whose personality data were statistically 
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analyzed : The creative musician is more distinctly 
marked by his emotional and temperamental character- 
istics than by other aspects of his personality. A 
number of developmental factors as well as certain 
aspects of familial and socio-cultural fieldforces 
have appeared to be significant and soloctive in the 
lives of the studied musicians. 

Having these scant research efforts in view, 
the present study was undertaken to mako a fresh probe 
into the psychological world of gifted musicians o^ 


India. Precisely, the study reporto3 here not only 


^ aimed at re-examining and re-integrating 80818 fact of 
the personality information gathered in connoction न 


_ with a past study (Raychaudhuri, 1966), but analyzed 


and considered also the implications of some other 
= psychological test-data gathered before in the afore- 
said study but hetherto unreported. 


METHOD 


In all 30 professional musicians, nominated 


elected by a panel of three musicologists and 


The eroativo cusicran, as defined 
| person wne is exclusively and 


21 pursuit and is consistently 


» 
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developing definable musical expressions that are 
evaluated as original, useful and aesthetic by 5 
reasonable majority of qualified peopie of our society. 
Other indications such as, AIR grading, level of socio- 
econo.iüc success and "creativity test" results wore 
also considered. 

A comparison group, consisting of 30 subjects 
drawn from various non-creative vocations involving 
stereotyped performances such as, minor accounting, 
clerical office-work, telephone operation etc., served 
as "non-creative control". The absence of siguificant 
creativity of the control Ss was ascertained by rc- 
ferring to indications from “creativity test" results, 
peer-rating and information concerning interests, 
hobbies, pastime activities ctc. 

The Ss belonging to both the groups were matched 
for age (creative M-43.33, SD=7.95; control -41.85, 
5D=9.95), sex (equal M:F ratio 22:8), Education (Mean 
years since leaving High School Creative 4.00; Control 
3.8), Marital status (creative single=5 married-25; 
control single=7 married=23), Intellectual level 
(Normal-to Superior for both), and language spoken 
with reasonable faci .ity (Hindi and Sengali for both). 
As to the speciality classification, 14 of these 


musicians are vocal-classical, seven instrumental- 


classical, three romantic-modern, and four other vocals. 
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Procedure > 
IS The data were collected entirely in individual 


sessions. Two series of psychological measures were 


used ४ 


Structured and Jirect tests of personality and 


Associated areas 


1. The Welsh Figure Preference Test consists of 400 
black and white line drawings of varying ccmplexity. 
On the basis of the S's lixing-disliking reaction 
to these individual drawings, scores were obteined 
for CF (Conformance Scale), RA (Revisei Art 3calo), 


M-F (Male-Female), NP (Neuropsychiatric status) an?! 


-MV(Movoment perception) scales. The indications aid 


implications of those scores are discussed in details 
in Welsh (1959) and Aiken Jr. (1967) ani will bo dis- 


cussed in appropriate section cf this paper. 


2. Scanning a. - 
This experimental measure was used by 


Child (1965), borrowing a concept from Gardner et al 
(1959), in his study on sceau judgment. Tho scanner 
isa person "who has a general alertness to avariety 

of aspects of the world around nim, who notices things 
unimportant to the dominant interest of the moment as 
well as things central to it." according to Child's 
definition, high scanning implies a tendency (GER 


broad deployment of attention so that ono is keenly 
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aware cf what is happening outside the main focus of 
attention and observes changes in background stimul- 


ation including trivial clements in the events. The 7 


€ 


low scanning person has 2 narrow focusing of attontion 
so that little is noted outsiie the activity or event 
one is principally concentrating on, and even there 
little is noticed except things or elements central 

to one's interest. 

The measure consists of 20 scanning items with a 
possible range of score botween 0 and 20, Significant 
items will bo ‘discussed in the rosults. section. A sample 
item : Going down a street, I usually notice what the 
billboards ani signs say. 

3. Ego Permissiveness measuring scale (Taft,. 1957) 

A questionnaire invontory. measure developed by 
Professor Ronald Taft of 4ustralia and Indianized by 
the present author, evaluates nine dimensions of "ene 
permissiveness" which points to a "personality state 
in which the ego withdraws some of its authorities, 
without abdiction, in order to encourage the actuali- 
P of e and unconscious potentialitics" 
(Taft, 1969). Conceptually, "ego permissiveness"is - 
very much similar to "adaptive regression", "regression 
in the service of the ego" or "openness to experience" 


which have been identified by the previous researchers 
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as correlates of creativity (Kris, 1952; Schachtel, 


1959; Schafer, 1958). The nino sub-scalos are as 


follows: : 


: represont a merging of the self 


' Peak experiences 
with the outside world accompanied by such emotions as 


awe, serenity or ecstasy (17 items) 


Lude experience of, 


Dissociated experisnces i 
(12 items) 


and tolerance for unusual state 


inc 
S 


tod to such 
(10:.itomns) 


Openness te inaor oxporiouco 
to unconscious ideas and pcsitivoly rela 
gualitios as intuitivonoss anil.imagiastioón 

Belief in the supernatural : is roiatod to 
in the reality of supornaturai phenomena cutsias 
normal world of logic and perception. (11 itoms) 

Emotional extraversicn ; underlies such traits 
sociability, exhibiticnism, impulsivity, aggression 
anl enthusiasm (10items) 


Intrinsic arousal : represents a satisfactory inte- 
gration of.the emotions with cognitive achievements 
and a rejection of tne use of external stimulation to 
maintain arousal ( 10 items) 


Controlled adaptability : measures qualities associated 
with maturity, competence and stability (10 items) 


Intellectual control : psasures not only cognitive 
A 


persistence but also variables: of crestiyedess (40 items) 
Cognitive regression : implies a great deal of per- 
missiveness for autistic behaviour which is not disin- 
tegrative but adaptive. Measures also indiviaual's 


tendency tc enjoy daydreaming not only for one's own 
pleasure but also for problem-solving (8 items). 


The total questionnaire has altogether 88 items with 
"True-False!" devision continuum spread into 5 steps : 
Definitely true for me (4) Probably true for me (3) 

Can't decide (2) Probably untrue for mo (1), Definitely 


untruo for mo. 
+ 
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r. details of scoring procedure, their rationale and 
indications ara Drosontol in a Taft's recent paper (1970). 
4. ‘the Sensation Seoking Scale (8393 


Consiruct?3 and standarlized by Zuckerman and his 


associates (1964) tho scale contains 50 items whicn 


measure individual's preference for extremes of sens- | 
ations (heat, cold, tastes, sounis, etc.) the new and | 
unfamiliar, irregularity as opposer to regularity and 
routine (bohemianism), enjoyment cf danger or thrills, 
social stimulation, adventure ant goneral excitement. 


According to Zuckerman and Link (1968), high sensation 


> 
3 


seeker needs change in his onvironment, independence 
from others and probably neods others primarily as an 


A an? 
audience to his own performance. On the other hant, 


———— 


the low sensation seeker seems to need order and pre- 
dictability in his environment. He values social aff- 
iliation and is willing to give to or give in to others 
to maintain stability. The test is divided into 5 
subscales ` 


General SSS --22 itoms--measires indivi ual's pme MESS 
for sensitivity to internal sensations cr body orientat- 


ion. 


Thrili and Adventure Seeking--14 items-- MOS SUNOS d 
vidual's desire to engage in outicor sports or ot er 
! ; activities involving elements of speed or langer. 


Experience Seeking--18 items--implies experience for 
its own sake. Items include wanlerlust, exhibitionism 
in dress and behaviour, ihe use ef hallucinatory drugs, 
liking for modern arousing music and art anl flouting 


of "irrational Wd ९४५ diection. Digitized by S3 Foundation USA 
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Disinhibition factor 14 items consists of items which 
express the hedonistic . "playboy philosophy", heavy social 
drinking, wild parties, swaping aud gambling. 


Boredom susceptibility--18 items--Males only--indicates 
a dislike of repetition of experience, routine work, 
predictable, dull or boring people, a preference for 
exciting people and a restlessness when things are not 
changing. 

Projective (relatively unstructur and indirect) 


——— —M——— — — ——  —— —À ~ 


tests of Personality 


1. The Rorschach Ink-biot test : It is one of the best 
known projective personality technigue canable of 
revealing the structure of personalit Even when 
it is used singly it yields personality data rozard- 
ing individual's cognitive and affective potential, 

. the modes of control, the defense systom, the degree 
of integration and use of endowment, the level of 
personality development, tne fantasy life, the sexual 
adjustment, the drives and adjustment of the individu: 
to the environment (Hiduson, 1957) Since the test 
is well-known no attempt is made here to make a fuller 

description. Klopfer's metho3 of administration 
was followed. 


2« The Thematic Appercoption Test (TAT) : The value 
of this test is woll-reconized since this a mothod 
for the stimulation, recording and analysis of fant 
It affords the individual a chance to verbalize ina 
permissive atmosphere about an object, event or person 
other than oneself. While constructing storics 
around the equivocal picture stimuli, the individual 
mostly utilizes his personal experiences that are 
revived partly by the imaejiate perception of the 
stimuli and partiy by the association to these perception, 
In so doing:the individual goes to express the nature 
of his impulses, defenses, conflicts and intra-psychic 
dynamism which can be collated into a personality 
profile by the skilled interpreter. For the present 
study cards numbering 1,2, SBM, 4, 5, YGF, SBM, 1MF, 
17BM, 17GF, 18BM, 20 were used, since these cards 
appeared to have the most thematic arcusal value in 
our culture. i 


Analysis of the data : 
Sa The direct personality test soores 


were obtained by following the scoring principles avail- 


able with the HESYEELIYBY CESS MEHURLES SOU th Pasis of 


= 18372 
the means an? standard deviaticns of the scores "t! 
tests for significance of difference between the 


means were calculated. In tho case of projective test 


data, two clinical psychologists were asked to analyse 
and intorpret indepoeniontly each individual's responses. 


Their final task was to judge each set of data as a 


a i, ke 


whole (i.e., global analysis) and to rate them on 


each item of a specially devised fifty variable, five 


— क आल के अधिक 


points rating scale incorporating important postulates 
culled from the literature cn the personality of 
artists. The full rating scale anl its rationale is 
presented in another report (Raychaudhuri, 1966) and 
is not repeated here. 


FINDINGS ANI JISCUSSION 


In this section, the results of the statistical 


EEE. ow 


analysis of the scores from structured tests will be 


considered first. Thereafter ‘the ततर of the global 
rating scale analysis of tne projective personality data 
will bo presentod. Finally a selective overview will be 
attempted to present a configurational structure of the 
musician's personality as revealed and focussen in this 
study. 

Table 1 reports means and standard deviations of the 
scores as obtainod by tho two contrasted groups viz., the 
Creative and non-creative in aifferent structured personality 


measures: that were administered in this study. Observed 
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Statistical differences in this study were noted at 
atleast:.05 level of significance. Any levei of = 


significance below .05, as for example .10, trough 


indicating a trend is not accepted, nor reported. 


. 


Welsh Figure Preferonce Test sub-scales : 


CF (Confermance.scale): Results show that, as compared 
with tho non-musicians, the creative musicians of this 
study are significantly low in CF i.c., conforimanace 
score... It is indicativo of musicians! 


disagreement or incongruence with general consensus of 
perceptual preference and solectivity. It also implies 

a degree of independence in perceptual judgement. 

RA (Art Scale): Since the liking for the RA scale figures 
indicate a tolerance of, and preference for perceptual 
ambiguity and complexity, the results indicate creative 
musicians ' preference for an tolerance of perceptual 
ambiguity vis-a-vis lack of such tolerance among the 
non-creatives. 


M-F (Male-Female) Scale : It is seen that tho musicians 
of this study have greater cross-sex identification and 
sex-ambivalence than the non-creative normals. 


NP(Neuropsychiatric) Scale : While there have boon ond- 
less speculations on a possible roleticnship between 
creativity and psychopathology, the NP scale scores of 
the musicians bear no empirical evidence in favour of 
this supposed notion. There is no significance of diff- 
erence between the neuropsychiatric scores obtained by 
the two compared groups. 


MV (Movement perception) Scale : Creative musicians 
are significantly higher in movement perception pre- 
ference score than the non-creative Ss. It is hypothe- 
sized that perception of kinetic quality in a figure 
which is static i.e., kinesthetic projection implies an 
imaginal process with relatively free access to fantasy 
activities. It is also indicative of empathic capacity 
and ean be regarded as a tendency toward intra-psychic 
living rather than toward the world outside themselves 


(Rorschach, 1942). 
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Scanning : Tae creative musicians have higher scanning 
abilities than the non-creative controls. is suggested 
by Child (1965) this capacity is closely related t^ 
adequacy of attention involving an ability to attend 
simultaneously to various aspects of art's stimulus 
value. artistic growth, it may be recalled, seems to 
demand a scanning ability since objects of art are 
constantly present as a part of one's environment from 
early childhood but may be reacted to solely for their 
practical significance except by the scanner (Child, 1965). 
.Ego Permissiveness : The compariscn between the two 
groups on Ego permissiveness Scale revealed significance 
of differences in the folicwing. sub-scales : Peak Experience, 
Openness to inner experiences, Belief in the supernatural, 
Intrinsic arousal ana Cognitive regression. An even | 
comparison in total Ego Pormissiveness (Summation of 
Scales 1,2,3,4,6) also indicato a significant difference 
between the creative and recien groups. In all 
these differences, the musicians appear higher in eg. 
permissiveness than the non-musicians. These differences, 


when viewed closely, suggest that tne musicians are 


expressive (rather than controlled), self-actualizing 


= and humanistic type of person. Thoy have openness to 5 
EE unconscicus ideas and qualities of intuituveress with 
== a strong belief in the supernatural. They have a sabis- E 
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factory integration of the emotions with cognitive 


achievements and rejection of the use of external 


stimulaticn to maintain arousal. Their characteristic 


cognitive rogression is in other words controiied 


regression in the service of the ego. 


© 
ct 
"5 


Sensation Seeking Scale : Only two significant fe 


differences emerge. when tho Sensation Gecking Scale 

scores of the croative and non-crcativ grcups wero 
compared. They are General Sensation seekingness and 
Experience Secking needs. Musicians, as comparol to 

the non-musicians, have greater preference for extremes 

of sensation, the new and एकत general excitement 
and experience for its own sake. 

Rating Scale Analysis of Projective Personality Dat 

It may be recalled that the projective personality test 
data were subjected to the evaluaticn by two clinical 
psychologists on a fifty variable rating scale. The 

rating and its subsequent statistical examination has 

given credence to the fact that taere arc a number of 
attributes which all the studied creative musicians share 
While enumerating the central tendencies, the impersonality 
of the abstracted data tends to blot out the dispersions anl 
distinctive individuality of every subject which is no 

less real than the group characteristics and the "statis- 


tical approach approximates every one and resembles no 


one". But prrababdixandlambay Hawa epu gd ealoapproacn to the 
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identification of represontative qualitios which may not 


wholly be shared by each and every single momber of tho 


group. 


Tho quantiative analysis of the perscnality data, as 
reportcd in Table 2, indicates that the studied creative 
musicians Can be distinguishel from tho non-creative Ss 

on the basis of a number of differential personality 
attributes. 4s a group, musicians seemed to have suffi- 
cient emotional breadth, diversification and flexibility. 
They are affected not only by their own needs, wishes 

and mood-tone shifts, but by others! feelings also 
(empathy). They seek intimate interperscnal relationships, 
though they generally suffer from depression and conceive 
of the environment as cold, unfriendly an3 hostile. Also 
characteristic is their cxhibitionistic devices, such as, 
dramatization to derive narcissistic satisfeation. There 
are definite evidences cf the musicians! attempt to avoid 
overt outlet of primitive impulses and 30 sublimate 
aggression in socializod expressicns. They feel challenged 
by frustration and anxietyinducing situations rather than 


being overpowere? and crushed. 


On the cognitivo-thinking plano, the study has identifica 
a number of features distinctive of the musical grou». 
They seemed to profer rich and varicgated fantasy within 
realistic bounds. Their thinking and expressions are 


charac t ertizaiu Rar ive OMA doicdODAKisuy Ss ४१७1 bbe usual, 
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ताय and obvious. They have characteristic 
plasticity and mobility of thinking processes whicn 
appear regressive and progressive with greater avcii- 
ability of ‘primary material, without symptomatic Jimi- 
nution in ego-control. The perceptual organization 
of this creative group is marko3 by a tolerance cf and 
secking for perceptual ambiguity, complexity and 
phenomenal imbalance. Musicians prefer activities and 
situations that are more allowing of indivizualistic 
ways of handling, self oxpression and utilization of 
personal rescurces. Also the musicians have hightonoei 
resposivity to sense-data and have an inleponient locus 
of evaluaticn and judgement. 

Regarding the motivational attributes, tho musicians 
seemed to possess strong ego-involvement, conflict, 
determination and convictions in work. They do nct 
accept parental ideals to sot thcir vocational goals. 


Apart from the curiosity drive, the musieians seemed to 

have a strong need to experience environment in an 

individualized way. This component seums to crystalize 

the emergence of a "creativity motive" in the musical 

person which implies a rive for sclf-actualizeation and 

Narcissistic satisfaction in promoting all achievements. 
AN OVERVISN AND CONCLUSIONS 


An overview of the psychological nature of musically 


creative personas wevealed in this duvestigation calls our 
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attention to a number of inter-relations and functional 
clustering of tho findings derived from two sides viz., 
3 direct approaches of porscnality inventories and. projective 
approach of other tests. We shall now attempt to stake 
out these clusters for considerations. 
Affective dynamics, Experiential necis and Receptivity 
The affective dynamics of the musician is largely 
determined by the degree of permeability of the 
boundary which differentiates the inner self from the 
external world; the greater the permeability of the 
outer boundary, freer the interplay between the person 


and his immediate environment. The musicians have 


as 


exhibited distinctly grostor permeability of self-object 
boundary and have manifested more responsivity to 

कू affectivoly exciting stimuli from outside by being 
strongly impressed, proveked anl stirred up by other's 
feeling. 

From the available data it can be inferred that there 

is enough ovidence to support the nction that musicians 
have a ready understanding of their immediate surrounding 
and the pecple with whom they live. Morcover he is 
sensitive to tne affectional needs of others and cften 
‘tends tc provide emotional stimulations as far as practi- 
cable. This sensitivity to and awareness of the feelings 
of others are so characteristic that it is suggestive 

of some underlying rolationship between masical creativity 
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a fusion of the self with the outside world by such emotions 
as awe, serenity or ecstasy. 

These social adaptive functions in the affective life 
of the musician do not in any way obliterate the fact that 
he is no less responsive to the "promptings from within". 
It has been found that the musicians are hign secrer in 
the scale for measuring the "openness to inner experience", 
As a matter fact tho data indicate musicians" distinctive 
orientation toward both the external and internal reality 
seems to provide an interesting vital balance between the 
internal needs (self) and external situation (socioty, 
audience, music critic etc.). 

The creative musicians aro not only "experience 
seekers" but have also exceptional awareness for sonse- 
experience data with greater intensity and oxtonsity. 

This orientation iust derive support from a 3iscriminating 
function of the ego which distinguishes the creator 

from an amorphous sponge soaking up everything in sight 
regardless of worth. Besides these factors, the musicians 


have also shown sensitivity to affective Aysphoria and 


euphoria. This fine awareness for altorneting sense cf 


bucyancy-welbeing and dissatisfacticn-ill-being may be 
regarded as related to artistic predisposition for 


capturing the delicate nuances of a mood or mental ex- 


perience. 
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Further, unlike the creative perscns in other fields, 


TII 


the musicians ‘lO nct seek to control emotion by way of 
intellectualization. Tho primary gcal of intelloctual- 
ization is to bring instinctual impulsive processes into 
close relationship with ilteational contents so as to 


make: them accessible to consciousness and amenable to 


control. Therefore it scoms that intellectualizaticn of 


affective processes serv? as a defence against tho need 
for affecticn andi approval. Wo. such defensive rele 
has been found to assume by our musicians. They oxhibit 
greater flexibility ani elaboraticns in the affective 


sphere. Their emotional expressicns do not particularly 


द 
d 
} 


fini outlet in one or two specific channels with limited 
context, but the sufficient breadth of their emotional 
involvement gears them to express in a numberof possible 
ends and means, musical expression of course, being a 
major outlot. 


Impulsive life and Control 


Creative musicians of this study have a mature ego 
function which does not allow tc express cpenly hostile, 
explosive, aggressive and sexually chargel impulses. The 
‘over-all picture is inlicetive or an appropriate inier 
control necessary for Jirccting impulse expressions. 
Although these Ss find taeir environment cold, hostile 
and unfrien lly, still they inhibit expression of their 
impulses and avoid open conflict with social reality. $ 
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We are well aware cf the relative SCNT inlifference, 
lack of economic patronage bv Ge socioty and non- 
supporting attitude of the general audience toward 
the creative musicians. It is highiy plausible that 
besides the mature ego organization, the sublimational 


activity inherent in music helps the musicians to main- 


Ler 


tain an intra-psychic harmony between the opposed tendon- 
cies and adjustment. @oncoptually we can relate those 
findings to the fact that some of these aggressivo 

drives and energies may be transformed by the artist 

into symbolic forms. in which the hostility and insti- 
netual impulsiveness are destroyed. 

The symbolization not only yields redirection of 
onieinal aggressive aims of the musicians, but tends 
to reduce the freefloating anxicties an? tensions. 

Fantasy sed belief in the supernatural ofton acts as a 
safety-valve.to provido aa opportunity for neutralizing 
the emotional pressure associatod with anxieties. This 
expectation is borno out by our data. 

In lino with the previous fhdings, the present data. 
indicate high associaticn between creativity an femini- 
nity. It is hypothesized that the creative male musician 
is more prone to mould his own ego after the fashion of 
mother, It can be said that although these creative men 
dia not deny expression of this more fominine aspect of 


their personality, which led thom to recognize impulses 
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and interests as more characteristic of E e. 
data did not indicato that thoy were effiminato or 
homosexuals. But inspite of this trends of bisexuality 
and oross-sex-idontificaticn, our musicians do not 
appear to suffer frcm conflict over activity-passivity. 
And this finding certainly lends support to Dellas and 
Gaier's (1970) suggestion that the integration of tie 
feminino characteristics of sensitivity and intuition 
with masculine purposivity an3 determination for action 
is a signigicant correlate of creativeness. 

Perceptual openness, sclectivity and idcational equipment ideational equipmont 
Perceptual openness, which is regarde! as त ल e 
greater awareness of ani receptiveness to both the outer 
world and inner self, has found to be of significance 
among the cr.'ative müsiclans. Their perceptual select- 
ivity refers to their 3Jifferential reactivity $e the 
stimulating situations. With regard to the ideational 
equipment, musicians are both regressive and progressive 
and exhibit greater utilization cf primary processes. 
The ego of tho creative Ss has a special ability to 
rolax and forego roality principio in a controlled way 
in order to facilitato tho emergence of vo 
instinctive material that is more original, evocative 
and affective than the realistic ono. Our musicians have 


greator availability of both relatively mature and 
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relatively primitivo processes. This oxtensivo use 
of the primitive functioning by the musicians can bo 
attributed toc optimal, flexible controls which wero 
readily accessible and facilitated quick return to 
secondary processes which are more ordorly, realistic- 
oriented and raticnal. By contrast, the non-creative 
Ss, has rigid, self-limiting controlg, This-sce-called 
primitive functioning or the creative Ss has to bo 
differentiated from the primitivity of the pathological 
groups -as for example, the schizophrenics, Phe schizo- 
phrenics lack in ego controls ani tond to establish a 
syncretic relationship between the self sni the outer 
world. A detailed analysis of tho mechanism is 2rovodod 


in another report (Raychaulhuri, i966). 


Narcissistic omnipotence ; Popular wisdom has called 


© 


our attention to tho highly egoistic, narcissisti 
personality involvement in any form of creative work. 

To be creative, one needs to Focus his attention intontly 
upon his own resources which ultimately become an object 

of immense love ahi gratification because it serves to 
achieve narcissistic omnipotence via creative success. 

The narcissistic strivings of a creator must be diff- 
erentiatea from infantile or pathological form of narci- 
ssism. Our musicians hightene? ego-involvement in fn 

the work, ‘their solf-extonsion to creative work and 

their libidinal satisfaction derived cut of exhibitionistic 
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display of their abilities lay the cornerstone for the z 


creative personality which seeks to:fulfil narcissistic 


"goals via exhibitionistic efforts. à. majority of our 


musicians aro performing artists appearing on the 


stage and derive satisfaction by exercising their 


musical power. 


Motivational determinants : It is observed that the 


— —' 


^ ,musicians are propelled by a curiosity ani inquisitvenoss 


to experience phenomena (both intornal and external) and " 


| because of their solf-oxpPessive and self-actualizing 
needs they tend to reflect and express the personal 
experiences, which are their intra-psychic resources, 


in a number of ways ani means. One can think of various 


‘levels of actualization of the sclf and in the case of 

our creative artists it seems to center on activities 

that offer the greatest opportunities for utilization 

of personal oxperionces and resources. It is technically i 

called "opoativity motive which implies an eagerness of M 

the UE to interact with his surrounding to 

experience his fullest perceptual, sognitive and pressive | 

potentiales. Further, thesa creative persons value | 

work primarily not as a means of achioving money 
à but as a medium which permits expericace of en 
in an individualizoa 
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comprohensibility and stability. 


Limitations of this study 


2 


imposed by relatively Limite’ number of cr:ative Ss 
that was studie!. 


2. Another related limitation abcut the samploi Ss 
is that they belong to almost ‘a single language 
group and residing in cne geographical area. 


3... The studied sample inciuded cnly those creativo 
' musicians who were willing to furnish personality 


data for scientific scrutiny. Tho so-called "volunteer 


error effect", which undoriies tho proposition that 
more adjusted, mature and psgohologicaliy poised 

Ss generally tend to volunteer as subjects in psy- 

chological investigations, mignt have coloured cur 

findings. 


It is admitted here that if we could have studied 
the musicians from diverse ege-cultural groupings, 
‘2 better claim in favour of the results of this 
research could have been made. 


4. Certain considerations apply to the methodological 
limitations inherent in the rating-scale approach 
in which a seleotive focus is mate on the creative 

personality. We are not very sure whether they 
cover the entire area of the «musical creativity. 


5. Also the rating of only two "clinicians" may be 

'- viewed as another aspect of limitation. whether 
the results reached here could still be ०0७८७ १०7 
with greater number of "cvaluators" is a question 
that can only be answere? through future studies. 


All the findings and g 


eneralizations made in thi 
report pertain to the sampi 


o st 1 only. 
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Table 1 : Means and Standard Deviations of Structur 


T e r »- ali 
est Data for the Studied Groups d Personali . 


E SUNN o न 
३२३५४२ Mii c Non-Creative Statistical — 

e Difference 

the SD M SD 4 


— —ÓMM —Ó——Ó————— ———M———Ó—ÓÓM— 


WEPT 
CF scal ० | 
d e 14.00 4.50 26:93 GGE Sig. 
RÀ geále 41.33 6.66 20.00 8.60 Sig 
MF scale 29.76 5.30 . 16.30 7.00 Sig 
N o 
P.scale 20.10 7 933 18:339 Gee Im 
MV scale 40.33 5.00 30.00 Dons Sia. 
Scanning 10.33 3.33 4.66 2:004 = uar 
Ego Permissiveness i Bru 
1. Peak Experiences 30.00 6.00 2.00 7.00 Sig. 
2. Dissociated Expr. 20.00 8.00 17.00 9.00 Insig. 
3. Openness to inner T i ‘ 
Experience 32.00 T.00 24.00 8.00 Sig. 
| I Belief in the 1 र eb 
k Supernatural 3१ 500 6.0७ 21.00 7.00 Sig. 
k 5. Emotional extra- UMS. 
version . TORRE 6233 20:00 “7100 Insig. 
6. Intrinsic arousal#3.00 2.00 17.00 6.00 Sig. 
7, Controlled . + l l 
Adaptability 18.66 5.33 19.00 5.00 Insig. 
8. Intellectual . | 
control -..20'. 00 6.33 ` 22.00 . 6.00 Insig. 
9. Cognitive = 1 
regression 29.00 6.00 ~ 195339 SS Sig. 
Ego Permissivenes A ue 
Total(1,2,3,4,6) 134.66 20.00 98.66 18.00 | 
Sensation Seeking Scale j i | En 
4. Gen.Sensation(SSS) 16.00 6.00 9.00 5९66 NE 
eo 


Thrill & Adven.(TA)6.00 3«66 8.00 


Experience Seeking aut -c een 
S) 94009 o 8.00 Soh 


b. &Binhibition(Di) | 5.00 3.33 


oredom > 
tibi Tae uae AS Kerri Unive yy Hàyidyear Collecfyn, 00294 
- = 


ML 25 2 23————-———Á—————X———XX-———À— nM T ERN 
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Table 2:: Discriminating Personality variables 
(Musicians vs. Controls) 


A. Affective-temperamental characteristic : P level 


3. Shows signs. of sublimation rather than overt 
expressions of primitive and unconscious impulses .05 


"^ 4. Seeks intimate interpersonal relationship . 05 
J. Is strongly affected by others feelings . 001 
9. Can dramatize in a way to induce feelings in others . 05 

13. Is usually affected by own inner needs,wishes and 

mood-tone shifts 5 (0), 
23. Has exhibitionistic needs to derive narcissistic 
3 satisfaction Pts ROS) 
28. Feels challanged by frustration and anxiety-inducing 

situations father than being over-powered and crushed 05 
29. Tends to channel aggression into socially accepted and 

sublimated activities E «Qu 


36. Has marked trends of bi-sexuality .05 
38. Concéives environment to be cold, hostile and unfriendly.01 


40. Has sufficient emotional breadth, diversification and 
: flexibility .001 


46. Has signs of depression MONE 
B. Cognitive and intellectual capacities : 


6. Prefers rich and variegated fantasy keeping an eye on 
relistic bounds ,. .02 


, 10. Has a feadiness to depart radically in expression and 


thinking from the usual, obvious and structured 305 


11, Prefers activities and situations which are more allowing 
of individualistic ways of handling, self-expression and 
utilization of personal resources 


12. Has ready responsivity to sensory experience data | .02 
15. Regression appears to be a part of the thinking process 
without symptomatic diminution in ago control ". . .01 
20. Shows greater availability and utili,ation of primary. 
processes in imaginative activity = 502 
27. Displays plasticity rather than rigidity and constriction 
in thinking . 05 


41. Has an independent and internal locus of judgment and 
evaluation -01 


48. Is characterized by a tolerance for, and seeking of ^ > .02 
perceptual ambiguity, complexity and phenomenal imbalance 
50. Shows intr apsy Gn Le Mop ery Hy A quB" YP HEPES on and. 
2 » i progression . .01 


Conitd.... Table-2 : > 
- 199 - 


C. Motivational Attributes : 


2. . Accepts. perental ideals to set own goalsZ/ ‘01. 
16. Shows a str ong undercurrent of narcissistic satisfaction 
tone in promoting all achievement 05 
25. Has strong determination and convictions regarding 
work in general ‘01 
33. Expresses Strong ego-involvment and conflict in work .01 


34. Value system strongly determined by prevailing cultural 
| standards ZZ .01 
44. Work is mainly determined by a need to experience 
environment in individualized ways 
. 49. Work seems to be determined by a distinctive 
inquisitivenes and curiosity 


ee 


* reverse scored 


A note on "P" level : 


Ihe "p level" or level of significance implies or points to 
the confidence with which an experimenter rejects or reteins 
a null hypothesis. Whether a difference is.to be taken - 
Statistically; significant or not, Garrett says (Garrett 1967); 
depends upon the probability that the given difference could 
have' arisen "by chance". "Usually a difference is marked 
"significant" when the gap. between two sample means points 
to or signifies a réal "difference between the parameters of 
the populations from which thé samples were drawn. Before a 
judgement of. significant or non-significant: is made, some | 
critical points must be designated along the probability scale - 


(Garrett 1967) 
n five times in 100 trials .a difference of the: particu 


M 
७०७३ ope 0.00) 


. exacting than the «05 level. ^» 
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INHERITANCE OF MUSICAL ABILITY 
S. B. GOGATE. 


avery generation has seen great musicians. Many of 
these musicians have shown their talent at an early age. 


However, musicians and scientists have not been able to explain 


remarkable hereditary endowment ? Or is it the result of some 
unusual early environment and intensive training ? Both the 


i 
| the origin of this taient. Is it the flowering of some 
| Views has had their advocates. 


In old times, people believed thut the inheritance of 
musica. talent could be proved by pointing out the pedigreas 
of talented familes. But this view is not accepted these 
days. and as such it is necessary to examine both these Views. 

Amr am S ता studied musical histories and back- 
grounds of singers, pianists, violinists and conductors. He 
found that in almost every case, musical talent expressed 
itself at an early age. Evidence from th? past and present 
shows Clearly th.t great achievement in music is almost 
invariably correlated with an extremely early start. Now d 
question is this : What accounts for the early start ? Is it 
an unusual musical environment ? Is it an unusual musical 
heredity ? Or is it a special combination of both १ 
Majority of the talented musicians reported that they 


had talented parents, one or both. Yet quite a number reported 
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no talent in either parent: among them was Toscanini, a famous 


musician. Similarly, the difference in the f amily background, 
or in the presence of talent in parents did not seem to have 
anything to do with the musical cuality displayed by the 
individuals. | 

Lack of direct and consistent correlation between 
musical achievement and background strong ly suggests that 
musical talent does not arise from any unusal home environment, 

Similarly, that a hizhly musical environment alone can not 
produce talent, was shown by amram Scheinfeld in his study. 
In this study some children were reported to be 'without 
talent’ by their parents an. most of them having no unusual 
talent despite all opportunity given to them. 

But if environment is not the determining factor in 
Musical tuiont, c.n we Say वा ty is ? Lot of evidence 
is aVuiluble to show this und let us consider this evidence 
ele sits | 

2 A 

A. Girdano .nd E. Guli , in a study in 1960, concluded 

that statistical data obtained from genealogies of six families 
with a large number of mule oy talented umbo support the 
position that musical taient is inherited und thut the genetic 
transmission. of musical aptitude is due to = monomeric 
autosomic enia E Churccteristic. | 

herbert Dero a study of musical ability amon, 
children. He conclucéed that 'Nature is fur more'important 
than Nurture!, Wing offered the.following as support to his 
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a) 11 Year ola children who scored in the lowest cuartile 
the Wing Musical aptitude Test took music lessons ३8 
commonly us those in the highest quartile; 


b) Test scores continued to climb for some time after 


E = 205 c 
stand. र 
es | 
the musical l2ssons Ceased | 
c) Win; scores of children, UE again after five 
Yours cozselatzid about 9 irrespective of the fuct | 
whether the chiidren had taten musical lessons or 
not. | 
| d) High Testing cnildren did as well as on unfwiliar 
music items as on the more familiar items. 
e) Hsving two musical parents was associuted with higher 
test scores than having only one such parent. 
Seashore in his studies in 1940 concluded that 
superior musical Valent was determined in a large measure by 
superior musical heredity. | 
$ 5 . et 
१, Schank in his studies in 1936 observed tha 
descendents of George Melchior Linuenberger, a Chormeister 
exhibited innate musical ability in each of six generations 
and in every family of each generation. 
Co EH Tas studied the origin of the family of 
Bach musicians. Johann Sabastin Bach's ascendants ono 


descendents were studied. Seven pedigres tables were prepured. 


It was found that in the 229 individuals of different branches 
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representing 14 generations from 1501 to 1929, th^ number of 
male ० musicians showed an increase in Bech 
अत Ei, 0-1-3-3-10-18-z3. However, the musical talent 
decreased in the eighth generation und suddenly disappear. d 
in the nineth. 
: Though the facts brought out by the abovementioned 
studies Er EO be significant, a biological basis is 
hecessary to prove th.t musical talent is indeed inherited. 
We must be able to isolate constitutional traits or capacities 
which would make musical talent possible and we must be able 
to prove that these traits conceivably arise through the action 
or inference of specific Some 
Carl E.Seashore, with the help of his tests, considers 
the sense of pitch, time, intensity, harmony, rhythm und tonal 
memory as components of musical aptitude. In early thirties 
J.A. Mjoen had considered twenty traits basic to musical 
ability, some of them being pitch discrimination, tune memory, 
musical imagination, emotional musical reaction etc. We shall, 
however, stick to Seashore!s analysis, it being recent. 
Seashore constructed tests for each of the senses to discover 
the extent to which they were present and to which they could 
be cultivated. Seashore and c*hers have been able to arrive 
at the following domenus step after administering these tests 
to thousands of individuals in the United States. 
1. Primary Senses necassary for musical uptitude 


appear to have constitutional basis. 
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| 2., Bach sense is present independently of others. 

Bo Training can develop any of these senses only 
to the degree that the Capacity is inherent, 

4. At ten, a आणावी future musicai performance 
can be detormined and ut M epar an individual 
ls musicaliy set, 

Traits constituting musical aptitude have been studied 
Independently. A number of stu^ies suggest that absolute 
pitch, musical memory, tune deafness, talent of composition 
etc. are inherited. But, aptitude does not necessarily imply 
true talent. A person may huy; all the traits yet may not 
be a talented one. However, apes tude is primary and essential 
equipment of the musician. He can develop technicue necessary 
for real talent with the help of aptituce, | 

What 1s the tiological basis of inheritance of musical 
aptitude? It 15 assumed th.t there are specific genes for 
each of the senses that comprise musical 8901 5५५8 ung that 
there also EA st a few dominent 'Xey' genes which make the 
transuission of talent possible. है 
There is lot of evidence to support the above view. 


T 
O cuote some : " 


M.J.Brown studied a family of musicians anc found that 


two musical parents had seven children, ail musically 
talented. 


h.Koeh and Mjoen observed tht if both the purents 
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and four grund parents are positively (or negatively) musical 
all the children ure positively (or negatively) musical. 


If one parent is positively musical and the other negatively, 


' half the children are positively musical. 


However, there are some instances to show how remarkable 


talent crops out in an individual neither of whose parents 


—was talented and has then not reaopeured in that individuals! 


Children. Toscamini, one of the greatest musicians belons 
to this catagory. 

Of ecual interest are the illustrations wher: children 
of musically talented fathers anc mothers, despite having 
an intensly musical environment, did not show ¿ny musical 
taent., While a favourable environment is essential for the 
development of musical talent it can not create talent. 

On the other hand, while an unfavourable environment 

Can suppress musical talent, there ure many instances of great 
Musicians who have come up despite unfavourable environment. 


Leonard Bernstein, though had all the talent, was not aware 


of it due to a negative environment. 


The detrimental effect of environment is very well 
seen in the expres_ion of musical talent in women. Though 
we have cuite a good number of women singers, we hardly 


have any women instrumentalists. The biological make-up of 


.women, particularly their interna. biochemical envivron::ent, 


is also a contributing factor. 
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More accurate knowled.e of heredity's role in voice has 
come through the use of voice prints developed by Bell Telephone 
Laboratory. It has beon observed that the basic factors 
contri but ing to voice are governed in their development by 
heredity. Y 

Intelligence is supposed to be innate or influenced by 
heredity.factors. However, intellectually defective have 
also been found to be musically talented. Anne Anastasi and. 


R,F.Level have reported a case of an adult male mentally 


defective (I.G.07) and yet musici talented.: Ray Moore in s 
studying the relationship of intelligence to creativity, 

however, observes that 'Intelligence is an esszntiil f actor 
in artistic creativity; but apparantly not influential above 
a certain point which may be an 1.6. of 120. - 


AS regards cul*ure and musical talent, Edwin Gordo 


observes that "Although it is apparent that there is a 


| 
E 
- 


sufficient number of culturally disadvuntaged musically 


talented students who can be objectively indentified for 


purpose of musical instruction, extra-musical factors may 
Specifically affect the degree to which these students will 
necessarily achieve in music". 

Similarly, no particular race has been fourd to be more 
Musically talented than other. 
CONCLUSION: i 


AIl the finer shades of the problem can ^e 
ar.ued indefinitely and yet we shall have to 
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conclude that although, 


Musical Talent follows the same pattern of 
development as do many other traits, with 
hereaity as its basi“, whut is inhurited is 
not musicul taent but talent susceptibility 
A favouratle environment turns it into tal 
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PSYCHOANALYSIS & CREAPIVITY: WITH SPECIAL RZCERENCE 


Tý MUSICAL CREATIVITY. 


Somnath Bhattacharyya. 


The fascinating topic of creativity has been 
studied by many generations of psychoanalysts, 
Psycioannlytically oriented psychologists and of 
course by academic psychologists. 


The psychoanalysts and the psychoanalytically 


oriented psychologists have concentrated on the mani- 


fest personality che racteristic] and on the psycho- 
dynamics behind the creative urge. Psychoanalysis 
has born in the therapist's chamber, The first => 
psychoanalyst, Sigmund Freud, developed ‘(during 1887 to 
1897) this method for treating mental disceases. 
Today, this technique is described as Classical 
Psychoanalysis. Its main tool, free association, is 
the patient's spontaneous narrations about everything 
thàt comes to his conscious mind. Froud encouraged 
his patients to talk about themselves freely, frankly 


and elaborately, believing that a person's "inner 


“psychological world was ultimately determined by 


objective causes that rested in (their) past" 
( Heinz Ansbacher in his introduction to Adler's 
Problems of Neurosis, 1956. ) Graduatly, this psy- 


chonalysis as a therapeutic procedure also gained the: 
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status of a method of scientific investigation in the 
hands of Freud ( & post - PFreudians ) when he began | 
to formulate his genetic, dynamic, economic, structural, | 
topographical, biological and adaptational propositions, 
about the working of the mind. It has now become a 
"system" of scientific psychology that attempts to 
explain human behavior, both normal and paranormal, 

in terms of these various propositions. Since “reud, 
many other worker in the field have modified, discarded 
and added to his metapsychological concepts. However, 
each group of post Freudians has sought to. explain 

human behavior in terms of forces that ean be brodly 
defined, for oa purpose, as motives, drives & urges. 
Thus the psychonalytic explanation of creativity is 
essentially an attempt to identify the hidden motive 

in the creative personality that motivates him to 

create. | 

This approach may sound restricted. Roychauthuri 

(1966) says "These (psychoanalytic) theoretical anproach- 
es have been one-sided. Of the multiple facts of 
creative life, these theorits have generally seizéda 
on only one and treated it as decisive and of cardinal 
importance" (F 31). However, such is the psycho- 


analytic trend. 
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Among the psychoanalysts, opinions and 


about the creative personality is seen to vary according 


to the worker's affiliation & area of interest. Freud 


has seen creativity as the outcome of "sublimation" 
(See Appendix) of the instincts, especially the pre- 
genital libidinal drives (Freud, 19088, 1908b, 1910, 
1911, 1948a, 1948b). The sreudian view has been 
maintained (with or without some modifications of the 
tt triot) by Brill (1931), fenichel (1945, 1946) , 
Abraham (1949), Sychowski (1951), Gustin (1955), Kohut 
(1957) and others. The positions of Alexander (1908), 
Bergler (1945,1947) & tho like are somewhat removed 
from Freud. 

Another group fecls that creativity is the result, 
in a sense, of sublimation, all right, but not of the 
sublimation of the libidinal drives but mainly of the 
destructive impulses. "The governing principle of 
art "is, according to this group, "the principle of 
restitution" for the aggressive i@pulses (Fairbairn 
1938), To this group belong Klein (1948,1949), Sharpe 
(1930), Grotjahn (1957), Lee (1947,1950) Levey 
(1939,1940) Rickman (1940) and many others. 

Another group tries to explain creativity asa 
sort of compensation phenomenon. To them, it is the 
actualization of an unconscious urge to compensate for 


areal or imaginary inferiority. Adler (1964) is the 
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champion here. 
Oyer and above those experts, Rank (1932) ana 
his followers see in creativity the expression of the 
urge to imaortalize the self, and Jung (1928,1946) has 
linked different art foris to his different "personality 
types". 

However, the above is but one way of classifying 
the views of psychoanalysts and psychoanalytical 
theorists. Some other authors have offered other 
Classification schemes also. The total number of 
explanation attempts woulda reach a very big figure 
indeed. In the present paper samplos of the views of 
some psychoanalysts and psychoanalytically oriontea 
psychologists have been considorod. 
Creativity as a 'Sublimation' ; 

Freud has seon creativity apparently from more 
than a single angle. However, at a deeper level of 
synthesis, these apparently different views converge 
into one single beam of wisdom that exposes creativity 
as the end result of sublimation-of preginital libidinal 
(and aggressive) impulses. First, according to Freud 
(1908a) creative activity is comparable to day- 
dreaming. What play is to the child, day-dreaming is 
to the adult. The adult, in his phantasy, sometime 
arranges the reality after his own linking, as the child 
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does in his play. At the root of this felt urge 
to.day-dream (that is, to re-arrange the reality) 
lies unsatisfied wishes. ås it is, the reality is 
not totally likeable. At the samo time, the desired 
alterations could not be actually done because the 
original desires themselves were essentially anti- 
social, shameful ani hence considered unworthy of 
expression by the ogo, that sane, sensible and real 
istic child of the psyche. Fulfilment of these wishes, 


as such anl straightway, would have pro?ucel some 


pleasuro, no doubt, to the instinctual psyche (the "id"), 


but it would, at the same time, have produced much 
pain to the ego, much more pain than pleasure. 30, 
the hedonistic and calculating ego lecides in favour 
of non-fulfilmont of such types of wishes but arranges 
for keeping them in abeyance. This is "repression", 
But repression does not mean obliteration. In fact 
such wishes (or for that matter, any wish) can never 
be nullified. They just remain in a state of suspendod 
animation. When some current happenings of life stir 
up this anti-social wish-cluster, the person creates, 
in phantasy, a situation for him whore this wish-group. 
would get some fulfilment. Hence day dreaming. 


Thus day-dreaming is actually a creative activity. 


But one who has the talent can create not only in 
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phantasy but also in reality. Whereas a neurotic 
can indulge in day-dreaming and aay-dreaming alone, 
the creative genius, because of his special gifts, 


discovers his "way back from phantasy to reality - 


with his special gifts, he moulds his. phantasies into 
i a new reality ani others regerd them as valuable 
i reflections of actual life".  (Ereud 190823). This 
ability for the construction of tho new reality is 
the essence of the artistic genius. It is this cloak 
of novelty (६180 not only safeguards the creater from 


the pain and humility of the fulfilment of the baa 


"र*ना -> अ 4 >> 


wish but provides him also with glorified acceptance. 
At the same time the original anti-social wish ‘derives 
its satisfaction because the newly created situation 
is STOO GN same as the one sought for by the 
owner in the early days of his life. 

The main point to note is that the designing of 
the fulfilling situation depenis on tho talent of tho 
person-designer, but the motivating factor behind 
creativity is explained through this scheme. 

/ Here, the genius (the creator) becomes the 
opposito of the neurotic, Actually: the majority of 
the oreative geniuses are perfectly same and aro blassod 
with a 'power' that enables them to favourably utilize 


their neurotic sensitivities (Brain 1948). Some 
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psychologists wculd like to say that the abstraction 
expressed as t power in the above sentence is a gestalt 
where the most prominent part is intelligence. Academic 
psychologists have worked, ani are working on the 
identity of this 'power'. However, a description of 
those attempts is beyond the scope of the present 
papers, 

By way of elaboration Freud says: that when the 
wish shakes off its original sexual tone and a second 
socially valuable tono is attached to it, the owner 
of the wish then not only can freely acknowledge this 
wish but can also go ahead with its full ideational 


presentation and thence to action. Thus 8 skillfully 


arranged displacement creats a mastery over the original 


instinctual urge. It is a sort of triumph on the part 
of the ego for its successfully "diverting the sexual 
energy away from its sexual goal to higher cultural 
aims" (Freud 1908b). is mentioned before, this 
capacity of Jisplacement along a socially valuable 
channel calls for a certain kind of skill ana naturally 
such skill may not bo present in every person. Thus, 
this strategy "succeeds with a minority an with them 


only intermittently" (Freud 1908b). This also explains 


.why the creative talents always remain an insignificant 


proportion of the population. with other persons of 
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moderate talent this newly designed displacement 
situation is moderately.àappéalüàrg uni'honcoeiwculd 


often go unnoticed. 


sublimation, that is, a "change of the sexual motive 


| > t Freud (1910) has freely strossto? the fact that 
l 
DER? power from sexual aims to new" and essentially non- 


sexual "aims" (soe App.) provides the "components 


for all cultural accomplishments". Tho sublimated 

or aim-changed energy will naturally be proportional 

to the original sexual energy, which means that the 
greater the energy component of the criginal instinctual 
urge, the greater the impetus (see App.) for the 
FR artistic creation. This proposition of Freud 

provides a sort of hint that can be utilized in 
- measuring the magnitude of the creative urge 
Brills (1931), view of creativity is similar 

Beto the 20709: Freudion view. His explanation of 


ijay 


tic creativity as a result of successful managoment 


At the beginning of life, the 


\ 


t; all his gratifications primarily. from 


ild grows older, h t lon er allowed to continue 
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over-whelmingly pleasant, this somewhat grown-up child 
is not now willing to forgo the breasts either. On 


Pa) 


the face of the actual absence of breasts the indivi- 
Qual then searches for TSB Compare this with 
the view of Freud, Tie ego, as if says: "Now you can 
no longer get your breasts, so find something else 
with which you can get the some sort of pleasure". 
And then, the ego, acting like 8 knowledgeable guide 
finds out this substitute. If tho finling is such 
that it is at once a sucking-substitute anl a socially 
valuable act, thon it is a comiendable manouvre, a 
successful search and hence a DUREE 

According to Brill poetry can well enough become 
this substitute, being "a chewing and sucking of nice 
words". To the present author, vocal music fits this 
scheme very well. 30, in the language of psychoanalysis 
"Poetic work emanate from regression to, or fixation 
at" (Brill 1931) this oral phase. Translated into 
ordinary language this means that poetic/musical 
creativity is a sort of re-enacting of the early-life 
sucking. And because sucking was so overwhelmingly 
gratifying, the contemnorary creative activity is also 
satisfying to a similar extent. In other words, the 


creator, to start,with, derives a more or less similar 


type of satisfaction in his creative effort that ba 


4 
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once derived from his sucking. Gradually, the 
creative activity becomes as much satisfying as 
sucking was in the good old oralphase days. Then, 
because it is so much satisfying, the creator ad's 
more aui more nolish to his act to get more and iore 
sap out of it. Here cores the question of skill again. 
Only those who have the skill can aijoquatoly aii this 
polish. Thus, gradually tho product gains in magni- 
ficience, becomes more satisfying an? iraws more of 
| the creator's zeal and energy. Logical enough; one 
invests where one is sure of tho return. It thus 
Starts the golden circle, the motivation of tho 
creator intensifies and pushes him to tho champion- 
ship status. (Some residual raw orality is quite 
frequently soon da great musicians. The late Ostad 
Bade Golam Ali Khan was certainly a great eator, a 
connoisure of food and well-versed in the cullinary 
art. The pan-chewing ani the drinking habits also 
denote the same thing). 

According to Bychowski (1951) the individual 


creates because. he believes that by his. Greation he 


— 


will become "more desirable to his incestuous love- 
object, and the power he will attain will make up for 
his present weakness". Inherent in this part of 
explanation forwarded by Bychowski is a senso of 
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insufficiency, a sort of felt smallness, in the 
would-be creator. He feels weak (because he cannot/ 
has not monopolised his mother-object) and knows 
that unless he can become strong ani worthy he has little 
chance of getting the love he so ardently desires.” 

This explanation of the motivaticn behind creation 

has a certain pathclogical undertone, because it 
focuses some sort of hankering on the part of the 
individual, a felt uneasiness in the absense of love, 

a sort of incanacity to accent things as they are. 
However, Bychowski is not all set to exnlain ail 
creativity through this formula alone. Thus, he 
further says that "the creative urge springs more often 
than not from less pathological sources" (Bychowski 1951) 
like the desire for "narcisistic omnipotence". However 
the main impetus for creation comes from the 3e-sexuel- 
ized and de-aggressivised libido. Thus sublimation is 
at the root of creation. 

According to Fenichei.(1945), the creative 
activity is again a disguised expression of some 
anti-social, guilt generating wish. This wish, in the 
finished croative art, is expressed in such a way that 
the expression is liked by all. Thus the guilt loses 
its sting, because society no longer not only abhors 


the shape of the wish-translatel-into-action, but 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


— 


eS शा AD ove +- 


E 


- 222 < 


positively adores it. The creator feels happy be^ause 
he is accepted and continues to cling onto this new 
technique, that symbolically, Qisguisedly and so 
tectfully satisfies his original wish. Fenichel's 
(1946) analysis of the acting talent has brought to 
light ७७७ STA 0n of an unconscious exhibition- 
istic tendency. whereas the exhicitionistic tendoncy 
in the raw is utterly obnoxious, the acting is 

exactly its opposite. This hypothesis of Fenichel 

also explains the dancing talent. 

Kohut (1957) has explained musical creativity in 
detail. According to him, music is "predominantly a 
'eathartic' expresion" that relieves the mind. Musical 
expression is comparable to the "compromise formation 
or sublimation", where tho original unacceptable wish 
gets permission to be expressed. This relieves tension. 
In this sense musical expression serves the purpose of 
the instinctual psyche. ("id"). At the same time, 
musical activity is felt as an enjoyable form of mastery. 
To be able to create music anes to 0:18 ! 5 ssense of 
Capability & generates a Sev OE value. Psychoanalyti- 
cally speaking this is ezosatisfaction. #urther, in 
sticking to the ges domm. ey correct music-form, one 

gets the satisfaction of beiag correct. This is the 
super-ego satisfaction. Music thus provides satisfaction 
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for all the three different "structures" of the total 
mind stuff. Going back over the scale, it seems that 
some sort of innate dissatisfaction is the fountain- 
head of musical creativity. The original unfulfilled 
wishes are now satisfied in the form of music - which 
is a welcome disguised expression, that is, sublimation. 
The actual transformation of instinctual impulses 

into musical expression is dotermined by a special 
skill. Way & how one particular individual possesses 


this special skill, & another does not, is once again, 


not explained ia this tneory. 


Abraham (1949) has connected creativity with the 
"oral phase" of the child. A creative artist first 
becomes acquainted with all the information in his 
field of interest; he, as if cats up all the "food" ` 
that is there. He them digests these various infor- 
mations. That is, the existing bulk of information 
becomes his own; these are assimilated into his system, 
& only then he produces the unique. This incorporation 
of knowledge is comparable (according to Abraham) to 
tho child's incorooration of tho (mother's) milk. The 
more a particular child had once relished his milk 
incorooration the more is his chance, in later life, 
of going for the same, symbolically. But the opposite 


is also true. This means that a chill who was not 
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_ Satisfied with his milk incorporation will also try 


for the same, literally (that is with milk,food) or 


symbolically (that is with knowledge). And then, if 


he has the skill & capacity to ligest tho incorporated 


milk-symbol (i.o., information), ho will be able to 


has skill 


produce creative magnificience provided he 


also in this latter part of the game. Sublimation 


happens when ono switches from milk-food incorporation 
over to knowleize-food incorporation. Tnis change 


ly 4 change over 


m 


over from food to knowledgo is actual 
from the crudo to the EIC The nature of 
symbolic material being valuable, laudable & worthy, 
comes to be known as sublimation. However, more 
research is necessary before one can say why & how 

it is that one individual has this duplex skill & 

the other has not. 

Alexander (1948) holds, somowhet differently from 
Freud, that creative activities vegas from surplus 
libidinal energies that are no longer required for 
the services of the SAGI@ वि DE of the Sn 
(thit is, growth & surirval). | 

Alexander (1964) has further elucidst^3 that 
creativity is the "urge for mastery of tension- 
ercating situation, be it conflict with external reality, 
internal conflict or the strugzle for greater mastery 
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of the faculties of the body & the mind. 
Bergler (1945, 1948) says that Freud's theory 
of sublimation as an answer to creativity needs further 
elucidation. He finis fault with Freud that the father 
of psychoanalysis dii aot elucidate the mechanism of 
sublimation beyond stating that it has a certain 
biclcgical basis (e.g. pain avoidance). According to 
Bergler (1945) sublimation procoe?s tarough five diff- 
orent steps. Without going into the cetails of Bergler's 
formula it can be said that for every wish or wishes 
cluster, felt by the owner as unfit for ideational 
presentation, there is a "super-ego reproach" (Bergler 
1945) and hence a ERED, This cycle then continues, 
which means that there is a fresh superego reproach 
against tnis defense itself. In tne end there is a 
compromise which is then sublimated. Thus "what is 
sublimatea is neither the id wish nor tho lefense 
agninst the id wish, but the defense against the defense 
against a conflict originating historically as an id 
wish. Sublimation is, terefore, not the child, but 
the molified grandchild of tie original conflict" 
(Bergler 1945). The roots of the real conflict, Bergler 
found from psychoanalysis of more than twenty creative 
geniuses, lie at the oral stage of jevelépment > 


(Bergler 1947). 
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Many other weli-known authors have also accepted 
‘sublimation as the root-factor of creativity.  Indivi- 
dual authors have slightly modified the schemo, process 
and incentives for sublimation, but the main point 
still remains the same, that is sublimation (Deri 1939) 
of mainly libidinal drives. 


Creativity as a Restitution for the 
Aggressive Inpulses 
This type of theory thrives on the hypothesis 
"that art creation consists in tne unconscious resto- 


(Levey 1940). 


oY 


ration of persons destroyed in phantasy" 

Such destructive impulses were originally directed 

against the Todien The basic concept behind this 

kind of formulation tallies with Klein's postulates 
(Klein 1948, 1949). The theorists belonging to this 

group believe that every child, at some point of his 
life, has to feel ostio against his mother when she 
throws the baby out of the paradise of hor maternal 
care into this world of reality. To the mother this 

is not necessarily an act of aggression, but part of 

a conditioning, a teaching, that has to be done for 

the good of the child. To the child, however, this 

is a shock. The motherfigure then becomes hostile. The 
rueful child, himself then turns hostile against the 


mother. In phantasy, he then wants to destroy his 
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mether. He forms a notion that the mother is bad. 
His hostility is then projected onto the mother. The 
mother becomes worse. The child becomes more agzress- 
ive and hostile. Thus, according to Klein, this 
vicious circle continues. Creative activity achieves 
a breakthrough. By successfully cresting the beauti- 
ful, the adorable and the valuable, the child symbol- 
ically recrentes his destroyed mother and gets relief 
from his pain ani suffering. 

Roughly speaking, the human kini can be divided 
into two groups on this factor. To one group, this 


phenomenon of rejection by the mother appears to FA 


too severe, stunning and horrifying; to the 1 


ay 

Sif © प 
it is a shock no doubt but it toes not catch u * We 
P 
v 


rs 
that level but is relatively mild. A wide varigt® 
of innate aad environmental factors determine the 
quantity of this mother-shock. Tho first group, as 

a consequonce of tho groater shock, suffers more. 

To the.socond group, the suffering is also less severe. 
Thus, naturally enough, tho first group will have 
more urge to do something about it than the second 
group, that would somehow try and be ablo to live 
with its moderate tansion ani guilt. The first group, 


then either becomes a creative genius by successfully 


negating the hostility or falls prey to its own poison. 
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Sc it is only one fraction of the first group that 
has hope to emerge as successful creators. This means 
that the creative activity is actually a successful 
manoeuvre that saves one from diseasc (psychosis). It 
is like either you create cr bo destroyed in your own 
poison. Naturally, the more intense tho poison of 
aggression, the greater arc the chances of being a 
psychotic, or, if channelized properly, of being a 
creator. Those in tho first group who hve the "skill! 
will create and live a life of glory an? those who 

do not have this "skill" will go on living a life of 

an abysmal agony of soul. 

Let us now consider some illustrations. According 
to Sharpe (1830), the would -be artist felt hostility 
against his mothor when sho ceased to take care of the 
baby in the same fashion that she used to, when the 
baby was a neonate. The baby, wanting a continuation 
of the early neonatal type of care and love, and 
finding its absence, turns hostile against tho mother. 
This,in its turn generates guilt an^ foar, and is 
promptly repressed. But, tho anxiety persists as an 
undercurrent. In artistic creative activity, there 
is "a bringing back of life, a reparation, an atonement, 
a nullification of anxiety" (Sharpe 1930). In the 


work of art, the artist symbolically re-creates the 
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image of tie mother that he once had destroyed. The 
more the perfection of the creation, the more the 
feit sense of atonement,. the more ti? consequent 
pleasure (freedom from the sense of misdeed), and the 
more is the inpetus. But perfection would depend 
upon the skill of the creator. How come this skill 
is present in one and absent in another ? The question 
remains unsolved here. 

Then, Fairbrain (1938) offers a more or less 
similar explanation. He also focuses on a sort of 
sublimation of destructive impulses. 

Fairbrain starts his descriptive explanation 
of creativity by comparing the work of art with the 
manifest conteat of dream. "The repressed phantasies 
of the artist” express as the art-form, as the "latent 
content" of the unconscicus appears as the "manifest 
content of the dream". Thus the repressed is like the 
raw-material from which art forms are fashioned. 

However, there is a lifference between Arcam 
production and art production, in that, the former is 
just a hallucinatory presentation of the repressed, 
whereas the latter is also a “product of motor activity. 
Then comes Wairbrain's special comaont toat the 
tension-producing repressed] material mainly consists of 


the destructive urges. It boils down to the fact that 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


FEN 


- 230 - 
“the principle of restitution is the governing principle 
in art" (Fairbairn 1938). The restitution phantasies 
offer freedom from guilt, tension and anxiety and 
makes the artist oling to his creation, But, one 
can create only as far as his skill goes. Fairbairn 
does not explain why and how one has the skill to bank 
upon and the other has not. 

Lee (1947), another expert belonging to the 
restitution group, says, "the various esthetic states 
of mind occur........in order to relieve acute psycholc- 
gical emergencies, due to the activation of destructive 
rage which is not being effectively represscd....". 

With Lee, also tne destructive impulse is essentially 
that against the mother. Invariably, such an urge 
arouses guilt and fear of losing love. The aggressor 
then begins to suffer. whereas a neurotic will load his 
life of suffering and suffering alonc, the would-be 
creator finis, in his (artistic) creation, a meaningful 
way out. The artistic activity is "at once a denial 
of destructiveness and a mode of identifying oneself 
with the ideals of one's mother", (Lee 1950) the 
one-time object of his destructive urge. 

Grotjahn's (1957) view also fits the general 
framework of restitution. Ho starts his formulotion 


with a comparison of the creative personality with 
CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


the neurotic personality. The neurotic Symptoms and 
the artistic creaticns are both the same, being 
"defenses" (reaction formations) against anxiety; but 
there is a fundamental difference. Whereas the 
neurotic is afraid of his anxiety and shuns from hand- 
ling it, tho artisu is not afraid of his anxiety but 
is capable of facing it, heniling it and creating the 
magnificient with it. "In contrast to the neurotic", 
says Grotjahn, the artist "develops not a symptom but 
an interpretative oxprossion'", 

The urge which originally gave rise to anxiety 
(and was transformed into the impetus for the creation) 
is, acceeding to Grotjahn, a "destructive trend, is 
an early infantile episode". This idea is essentially 
similar to Kleinets (1948,1949) rejection of the baby 
by his mother. The average person accepts this reality, 
but the artist recreates the destroyed object, thus 
atoming for the destruction" (Stein and Heinze 1960). 
So, creation is "a kind of atonement for tho original 
aggressive trends. The artistic transformation is an 
attempt at restitution, restoration and love" 
(Grotjahn 1957). 

In Rickman (1940) we also observe the same ione of 
explanation. Our wish to destroy our lovod objects gene- 


rates shame, guilt and horror in cur minds and then we 
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counter that ugly wish by creating tho besutiful. 


Creativity as a Compensation for Infericrity 


Adler's theory of personality (developed during 
1911) focuses an universal urge for compensation for 


an actual or imaginary inferiority (Adler 1964). 


Every child feels inferior ani small before his 
parents who arse much bizg^r, both literally an 
figuratively, than tho child. This creates the basic 


inferiority in the mind of the chil’. Then, of 


course, there may be various other infericrity fcolings 


originating from different social and personal couses, 
including organ inferiority. Such inferiority directly 
produces a feeling of uselessness and fear in the 

mind of the child. The child then tries to get over 
this feeling cf uselessaess by develcping a life- 
style that appears to Aim as useful. "In our view, 
a man of genius is primarily a man cf supreme usc- 
fulness" (Adler 1964). The poet and tho musician, 


more than anybody else, are persons of supreme use- 


fulness. "It is they who have taught us how to soo, 
how to think and how to feel". 

Adler has exphasized tho value of social usce- 
fulness in his theory. Compensation always aims 


toward Greating a socially useful personality pattern. 


The end result of creativity, that is, successful 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


- 233 - 


compensation, is somothing of value to the society. 

Adler has ascribed the motivation of some 
creative poots to fear arising from early-life ex-. 
periences of illness and death. Compensation can 
meet and outwit such fear by living in such a way 
through eniuring contributions of social value that 
its influence will be »orceived in future. 

Ansbacher & Rowena (1956), two prominent Adlorians, 
has explained the "style of life" of the creative 
genius - that is, the creative power of the creator - 
as essentially consisting of "the desire to develop, 
to strive, to achieve and even to compensate for 
defects in one direction by striving for success in 
anctnaer", 

According to this group, the genius often starts 
in life with imperfect physical organs. Even when 
not real, they mizht believe in the existence of an 

imaginary organ defect and start to overcome then by 
training themselves hard from early childhood. "grom 
this early training we can conclude tkat their art 

ana their genius was their own creation, not an undesor- 


ved gife of nature or inheritance". 
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Creativity & Personality Types E 
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ung (1946) has conceptualized eight different : 

| 

n f सन > . ; F 

Categories of personalities on the basis of combi- - 
e 

| 


nation of his four "functions" with each of his two 
‘general attitudes toward life, viz., extraversion 

and introversion. The attitude of extraversion orients 
a person to the diversities of external world, whereas 
the introversicn attitudo to the subjective worl. 
The four functions refer to four different types of 
psychic activities. They Ar? : (1) tho thinking typo 
(2) the feeling type; (3) the sensing type; and (4) the 
intuitivo type. Thus there may be the extraverted 
thinking type or the introvortei thinking typo; tho 
extraverted feeling type or the introverted’ feeling 
type, and so on. Of course thase are not absclutely 
watertight compartments and one porsonality can 


glide over from one type to another and then glide 


back. But, to Jung, every indivitual has but one 
dominant combination type-tone (pattern) that shapes 
his life and his moaning of existence. 

Thinking is the intellectual functicn. The 
extraverted thinking type deals with data ani facts. 
He utilizes his intelligence in shaping external 


data and ultimatily becomes as much »rciuctive as 
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his intellectual capacity will allow. He is the 
scientist, the empirical.champion, the discoverer 
of new laws of nature. He. readily gets name and 
fame because his products achieve concrete visible 
form. 

The introverted thinking type's intellection 
stems from subjective factors. He is concerned with 
inner ideas as contrasted to facts. He creates new 
theories and because of his डा merit these new 
theorios are ultimately provod to be correct, useful 
and valuable. The philosopher bolongs to this group. ` 

Feeling is the valuing function. The extrover- 
ted feeling type "flock to tho theatre", the music 
conferences and to the religious congregations. They 
create new fashions and support socially valuable 
enterprises "with correctly adjusted positivo feelings"! 
The introverted feoling type is not very eager to be 
bodily present at a cultural function but he whole- 
heartedly wants such functions to happen and continuo. 
This typo manifests their "creativity in intimate 

‘ poetic forms". 

Sensing is the reality function. The extraverted 
sensing type perceives oxternal objects - that is his 
aim of, if rangi Sah PASS ठी FS Dis Sons tant 


mntive" (Jung 1946).: He is a jolly follow, with à _ 


36 
~ - 
“aes et -2 * 
2 


flair for a good musical piece, a captivating land- 


' Scape or a properly cooked and served dinner. In the 


introverted sensing typo, the external objects release 


his subjective responses, as it happens to a painter, 


and to the renderer of a musical piece who dors the 


rendering in a manner befitting to the situation. 


Intuition reaches the core of the things perceived 


and draws out the essence of the perceived objects. 


The extraverted intuitive type "has a keen nose for 


pregnant with future promise.... . 


í 4 : 
: N NY TITAN 


things in the bud 


alt 
o 


his eye” ig constantly ranging for new possibilitie 
(Jung 1946) Thus he is not satisfied with stable 


conditions. In intorpersconal relations he can "make" 


papel 


man and inspire him. he introverted, intuitive type 


in contrast, has a keen regard for his own fantastic 


images and ideas that may not be parallel to any of 


the objective facts and situations, "If an artist,. he 


reveals extracrdinary, remote things in his art....both 


the significant and the banal, the lovely and the 


grotesque, the whimsical and the sublime" (Jung 1946) 


According to Jung (1928), art work can be produced 


obe 


by an extraverted as well as by an introverted person- 


fe 


ality. In fact, all the eight typos described, above 


BES ० 21 tI) eb ts म 
can become creative artists. Furth one artist can 
& »j 34 SA Es 
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create, once under the influence of extraversion, at 


151 E CI 
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other time under the influence of introversion. While 
creating under the influonce of extraversion, the 
artist "stanis 48 it were benoath his work... as 
though he were another person who had fallen UNS 
the magic circle of an alien will” (Jung 1928). In 
his creation, this type, as if, obeys sone foreign 
impulses that lead him by force. While creating 
under the influence of introversion, the artist 
starts with a deliberation to produce some specific 
effect. Here the artist is in full control of his 


materials with which he is going to crests. 


Jung is set against any explanation of creativity 
in the Freudian reductive manner. Persons capable of 
creative work belong, according to Jung, to a separate 
group, in their ability to utilize their conscious and 
unconscious. The unconscious, here, is not merely the 


reopbesseid but also the "dispositional tendencies" 


‘acquire’ as philogenetic traces - the "archetypes" 


In creative work there is an interaction between the 
conscious and this unconscious, resulting in an 

animation of the."archetyne’. Some sort of psychic 
energy draws un those unconscicus sl ments on to the 


surface. This is Jesoribeld as a ‘*eransceatent Puncticn" 


‘of the personality, that aims at the realization of 
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man's potentialities. Thus the creative process stems f 


from an unusual psychic motice; it is an "autonomous ; 
complex" and is "supra-personal". As no early life 
happening could have determined the unleashing of 
this motive power, it is futile to search one's 
childhóod for the same. 


Conclusion; 


caesar eam | 


The forezoing descriptions aro (as Sdilited out 
earlier at the beginning of this paper) but some 
samples of the various psychoanalytic explenations 
of creativity. There cartainly are many other weil- 
known views with similarities and differences of 
concepts here and there. Inclusion of all these 
would have made this paper too lengthy and tire- 
some to the listner (reader). Moreover, it is not 
really necessary to know the views of each one of 
the psychoanalysts. The above is enough as a 
representative of the psychoanalytic trend of ex- 
planation of creativity. 

We have seen that those who Solana the creative , 
activity through sublimation of (libidinal) impulses 
and those who explain it through the principle of 
restitution for the aggressive impulses Uo light 


only on how some portion of tho mental energy could 
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possibly have beon directed from one form of expression 
to anothec. In the case of the creative artist, this 


"another" form of expression is such that it is consi- 


‘dered to be valuable, pleasant and useful to the 


members of tho society. 

Now, what is the crucial factor that channelizes 
tne instinctual energy into tho creative path ? The 
answering cry "skill" is but a word. More research 


is necessary before ene can adequately define the nature 


exclusion of othor types ? 
Brain (1948) holds that the musical genius (sii11) 
is inherited; that the essential factors of inheritance, 
among other things, are ~ pacity for note discrimination. 
A comparatively M author Bentham (1929) has 
observed that strong auditory and kinesthetic imageries 
are essential for the creativo musician. (The latter 
is required for the mastery of the rhythmical part of 
music). But she does not go into details of how one 
becomes the possessor of CE imageries in such an 
extraordinary proportion; whother it is inherited or 


acquired. 
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Sir Francis Galton (1870) believes in here- 


ditary genius. (He had worked with different types 


of geniuses including musicians). One critigue of 
Galton, Constable (1905), has stressed the importance 


of environmental factors as against inheritance. 


SES 
oS 


Constable has even accused Galton of distorting fac 
in favor of his (Galton's) point. Many others (o.g. 
Adler) believe in the influence of environmental 


factors. For example, according to Pinchas (1968) 


"the language of music is derived from preverbal, 


infantile auditory com unication". Pinchas "emphasizes 


that the elements of music (tone, pitch, 
duration, rhythem, and intensity) are all components 


of infantile preverbal auditory communication". Thus 


musical ability seems, according to Pinchas, to be 


acquired. In this way, many other works can be cited 


in favor of each viewpoint. 
There is aiso a third group occupying an 
“intermediate position that believes.in an interaction 


of heredity and environment in the production of the 


creative personality. Cattell (1915) is an well- 


known representative of this internediate position. 


Looking.at the creative musicians of our. 


eountry. we find cases that support (roughly speaking) 


all the three, stands stated above. There are numerous 


examples of hs, musd cad hod af ug. AR el ong 


- 24] - 


direct linos, fron fathor to son to grandson; as 
well as along indirect lines, from uncle to nephew. 
But wnether this proves hereditary transmission and 
that alone, remains undecided. Here is as much 
heredity as environment influence. Actually the 
musical lineage proves as muck Galton as Cattell and 
Pinchas and Adler. | 

Then, the psychoanalytic theorists, working on 
the identification of tho power behind creativity, have 
never categorically said that the ability for sublimation, 
or the "restitution" or the ability to make compensation. 
for inferiority is hereditary. Nor have they cate- 
gorically emphasized the other view. Thus, excepting 
for Jung, who seems to be more or less in favor of 
disregarding environmental influences in the making 
of the creative personality, the other workers have 
not so much concentrated on this aspect. More 
research is necessary before one can arrive at a 


conclusion. 

However, I think it is fruitless to search for 
an answer to the heredity-environment riddle, especi- 
ally for the creative musicians. Because thers is no 
such person who is really the creative musician. We 


the Indians ७811803 that music was first created by 
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the Supreme Lord. Then the personage who created the 
first rhythmically bound narrative (Sloka), the im- 
mortal Valmiki was no less than a realized soul, 
(Brahmavid) which means that he was the professor or 
all wisdom. The Rsis ( ) who Boned the 
Sama-Sutras, being realized souls, also possessed far 
more widsom than any one whom we may designate todsy 
as the creative artist of even the first order. In 
this context, what should 96 the vroper attribute of 
the campions of (Hindusthani) music ? The creator, 
really, or (just) the magnificient renderer ? I close 
this paper with this question before you. "Ts it 
really possible to create (Hindusthani) music, even 
Poe the most talented person possessing all the 


required qualities described in this article?" 
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A P ‘PE NEDSS 

Sublimation is "(1) defloction of the instinct from 
its original aim; (2) deflection of the instinct from 
its original object; (3) gratification of the instinct 
by means of activity having a more acceptable social or 
cultural value than that of the original form of ex- 
pression" (Deri 1939). But "how and in what sense this 
substitution takes place is far from clear". (Roheim 1943). 

The meaning of the term "instinct" need not be 
discussed hore. The term convoys some sort of meaning 
even to those who are not well-acquainted with Freud's 
concepts. It is sufficient to say that "Freud conveived 
of the instinct as a 'borderlino' concept, between the 
mental and the organic spheres" (Mack & Somrad 1967). 

"The aim" of an instinct "is any action directed 

toward satisfaction.......such as the infant's 

activity in seeking the nipple. The object is the 
person or thing which is the target for this action". 


(op.cit.) 
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MUSIC AND MENTAL RETARDATION (TN ; nad 
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Mental retardation is popularly ONE to 
a Condition where the individual's intelligence is below 
normal. The term mental retardation not only connotes 
subnormal intellectual level, but also an impairment in 
the adaptive. behaviour. The development of these particular 
factors is retarded since the develosmental stege itself. 
As far as the intellectual status is concerned the 


following classification could be referred to: + 


Idiot : -0-30 
Imbecile : 30-50 Trainable. 
Moron : 50-70 Educable, 
Boderline ४ 70-80 { 

{ Slow learner. 
Dull normal : 80-90 { 


i s » 
Whittington reports from his study of 24 boys each ot 


ASPEN and non-musical groups from secondary ‘schools that 

the correlation of performances in musical tests with 
matrices intelligence tests was significant but not high. 
Hence we have cases of musical talent available even among 

the mentaliy retarded. Musical talent was found in a 13 
years old boy in a school for the mentally retarded. This 
case was studf2a and it was concluded that the ability = 


traced was due to an aversion to all school influence 2 
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rather than to mental deficiency. 
Music talent is not uncommon among the mentally 


* deficient. A brain damaged adult male is reported to have 


exceptional musical talent, ani superior rote memory of an 


The subject's IG according to 


Stanford - pinet was 67, und the WAIS IQ was 702 


apparently eidetic: nature. 


Another very interesting case is reported by Viscott of an 
idiotsavant whose history reveals that she was isoluted from 
the rest of her family and placed in a crib next to the 
piano where her mother taught music. She was endowed with a 
Very strong memory und could identify anost any major wor. 
of sympi.onic music. She had absolute pitch, played piano and 
Violin, could change eys in the middle of a piece without 


lsoing a beat. She lacked abstract thinking ability in any 
field except music. 

That the mentally returded ure sensitive to music is 
evident from studiss where the mongoloid and normal children 


have been compared. It was found that the younger Subjects, 


both mongoloid and normal, responded to disonance to a 
greater extent than the older. The responses of all the 


subjects to orchestral and piano music was similur. But on 


the whole the normal and mongoloid children do not respond to 
music in the saue way? The mentally retarded also respond 

to rhythz by clapping and rocking. In this study it was 
found that the Mental Age of the clappers was higher than that 


of the rockers? 
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Alvin's’ atudy of the responses to music shows that 


music proved to be a means of communication with the school- 


going mentally retarded children, The response was physcial 
throuzh rhythmical or imitative movements, Verbal and emotional. i 
Social integration, development in sense perception and an 
increase in the span of attention was noticed, 

"The perceptive aptitudes of mental defectives regarding 
music and more 30 regarding, musical rhythm" was investi- 
&ated by a series of elementary tests. The author economia” 
that the rhythmic aptitude of the mentaily defective and the 
normal children of the sane Mental Age are similar but that the 
former are inferior to the Subjects of the sane Chronological 
Age. The musical aptitude has been found in the educadle 
mentally retarded by a study conducted by BETA The musical 
aptitude profile is vali. for use with the educable mentally 
retarded though the factors responsible for the delayed develop- 
ment must be explored. An earlier SUR that the 
expressions of the cerebral palsied* children though. full of 
errors and of poor quality indicated that the aptitude in , 
itself ves by no means inferior. The author also found a 
Correlation between musical aptitude and test evidences of 
intelligence. | 

The effect of music in educating the mentally retarded 


children has been studied by Sewer and it shows that the 


^ 


*Paralysis of the brain, which generally results in mental 
retardation. 
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isorhythmic mediators facilitated the learning of 9 oaircd 
associate tass involving nonsense - syllables. Camaron? 
has suggested that ths use of music instruction may enhance 
the learning ability of the retarded. Through the social 
encounter in a one-to-one relationship with the music 
instructor "many social and disciplinary skills will be 
practised and promoted". 

It has been found that simple songs which call for 
considerable repotition and dancing made remarkable improvement 
in So559H rate and diction, in poise, in dexterity, freedom 
of ME, sens» of rhythm. It increased the opportunity 
for learning social information and developing a Vocabulary. 
Pimelly 1t proved to be a thereapeutic outlet. 

Music has been used for the modification of behaviour. 
Cortazzi studied the ७ 0०७८ of music on the behavioral 
problems of 12 female adults with IG below 25. Her attempt 
was at reinstating these subjects in the normal hospital 
setting. The subjects particip.ted in music ,ctivities for 
an hour per day for 9 months after which the introducting of 
primary school activities followed. At the end of 4 rene 
4 subjects proved to be complete failures while 4 sutj^cts 
integrated success fully in an occupational therapy unit as 
full-time members of the hospital. 4 Subjects though 
requiring attention, !were (a) able to accept relationship 


with some equanimity, (b) beginning to learn from-each other, 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


— À———————MMMMMMBMM—"" —' à 


and (c) showing an increase in concentration span'. 

A E Ei usc out in 1971 eoncludes that music 
could be a potential reinforcer for a variety of behaviour 
in many different situations., The music can be presented and 


withdrawn immediately depending on specific responses; the 


music is played till the behaviour lasts. The effect of tnis 
method was seen in the decrease of the hand movement and rocking 
behaviour in a profoundly retarded child where verbal stimuli 
and preferred music functioned as reinforcing stimuli, 

Numerous studies have been reported on musical elements 
like rhythm, melody as means used for reaching therapeutic goals 
outside of the aesthetic phenomenon of music. Zu Stolberg and 
Kerkhoff PU how gymnastics were added through 
rhythmical-musical exercises. The mentally retarded children 
were t:mght ert where the metric concentrations are coupled 
with the body impact. Behavioural changes and general 
responsiveness of the mentally retarded children with the aid 
of music has been studied. The music ranged from very simple 
| rhythms and beats, to more complex and free flowing rhythms, 
singing, dance movements to music and 3istening to sound. 
Interest and concentration were noticeably increased Improve: 
ment in vocabulary, responding with words, music, dance, parts 
of the body, social greetings were observed outside the music 
Sessions. 

Instrumental performance has been studied to have the 
following values fur the mentally retarded : as physical therapy, 
fe 


f 


I 
D 
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it halos muscular strength; as a restorer of physical function, 
compensation, 1t aids in personal adjustment; as communication, 
lu cmesnscu social interaction; finally it promotes social 
development and Ene uenis | 

From various studies it could be दावत SUED MUSIC LS 
an imortant factor in the handling of the mentally retarded. 
Besides being a medium of communication, providing the 
individuals an perortund ty for immediate sutisfaction by 
allowing the direct, safe and constructive discharge of emotion 
through sound, music has provided sensuous pleasure to some 
Children. Encouraging them to paint to music gives them an 
opportunity to express themselves through another medium of 
design, colour and movement on paper. "Fór all, the fact that 
there is no 'correct! response in this situation fosters free 
expression and active en Guctea by Bialer). 

Not musi work has been done in Inuiu on the subject 

of music in connection with the mentally retarded. The gradual 
recognition that mental retardation T gaining here today calls 
for research inthis particul.r field of music, too. If these 
children could be given any training in music, it would be 
indeed be an interesting addition in the rehabilitation 
programme. It would then wacom ns of the ways of helping 


them to feel more one with their fellow-creatures with 


better fortune. / 
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C.G. IBSEPANTE 
Some therapeutic procedures have been systematically 

developed and well accepted by clinical psychologists and 
psychiatrists for the treatment of mental disorders, But 
there are,.number of other procedures in the hospital settings 
which are considered as “ids cr adjuncts to the main therapeutic 
techniques. To mention a few, bibliotherapy, audio-visual 
aids, dance therapy, occupational therapy, social events, 
athletics, music therapy, art theropy are the main psycho- 
therapeutic adjuncts which are in Vogue, 


There are many connotations of the term music therapy’. 


First, the word music refers to both instrumental and vocal 
types. Second, the word music is a broader term in that it 
includes salo songs, chorus, orchestra, and such other 
activities. Third, music therapy is a form of $*&oup therapy. 
At a time it is used for number of patiants, Fourth, many a | 
times it is used along with other types of adjunctive therapies 
like dance and art therapy. Fifth, now-a-days it is considered 
as a form of recreation therapy. 

Music has been seen to produce melancholy, move people 
to tears, excite man to mertical deeds, or bring about a state 
of ecstasy. It can iníluence the disturbed patients way of 
feeling and thinking by programmes carefully selected for his , 
special needs and those of the group he is with. Jgedicke 
holds the view that music, like dance, affects the organism 
through the autonomic nervous system probably to the level of 


the collective unconscious beyond the reach of visual images, 


"words or meditation. .It is used to stir up deep latent " 
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Music Research Foundation of america, dedicated 
to music therapy, is attempting to exlore the depth to 
which music penetrates the minds and whether different 


kinds of mental illnesses show significantly different 
2 


preferences for music, 

| Friendlander believes that music, with its roots 
in rhythm, is related to the id end the unconscious as 
well as to the emotional elements and sensual experiences 
within the ego. He further adds that eus relationship 
with id would help music as a therapy. 

Ihe first trace of music therapy is found in tne 
treatment of Mesmer. He never used the term music therapy, 
though muted music always formed an adjunctive part of his 
treatment called Animal Magnetism. 

Sehultze and "rack studied the role of contempla- 
tion in 8 music therepy per They analysed contemplative 
as an active relaxation, They considered contemplative listen- 
ing as an "acting-in" activity which could be used successfully 
by therapist to hasten he recovery and resociali zation of 
their ०८7८5०, 

In recent years music therapy has a wide range of 
applications. lt is used for emotional and behavioural 
problems, for the treatment of handicapped, mentally retarded, 
alcohoeics, neurotics and psychotics like schizophrenics. It 
has also shown its efficacy for brain-danaged patients. 

> Thorpe and Schmuller maintain that music in some form 


should be included in the curriculum of children. İt helps 


in establishing. RADRAMT iade RVRLd Gus, They further add 


that the performance on a musical instrument may serve to 
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improve muscular coordination and lead to added poise 
and self-confidence, 

Diephouse found that after listening music 
children could let their fantasies and fears, They had to 
talk about them by telling a story which could “© 
of their pentup emotions, pos music therapists role 
that of a sympathetic listener, 

Podolsky has evolved a list of musical composit 
and stated that it could be used to counteract various 
emotions such as hatred and jealousy. He has further suggested 
the appropriate types of music for Various psychiatric 
condi eee ! 

Rhythmic movements and musical compositions or musical 
expressions have been successfully used as a method of paycho- 
therapy. Haberlin2and Perll used groups of from 6 to 12 child- 
ren, aga 8 to 15, and claimed that it could be done with much 
younger cna Tape The children took or made up a short text, 
invented a melody for it, found appropriate accompaniments 
on various instruments, often beginning with clapping of hands. 
They then looked for expressive movements to go with the 
Composition. They all participated and took „turns in various 
parts. 

Music has been used as a therapy for children with 
speech and hearing DE Kaplan Max carried on his work 
in the University of Illinois. 40 children of age between 
12 to 17 attended the six-week training session. 22 of these 

children were hard of hearing, 13 with cleft phlate and 5 cerebrally 
palsied, It was found that the music (Singing, playing of सनक 
| instrumentey. meme al ENG Hphyethmesign. afd Games valraga contributed to a 


w viu 


as a part of the total speech therapy programme and 

in giving the child something in which he could develop 
some skill and successful experiences that would build up 
some measures of self-confidence. 

Josepha has ta nore onal performance for severely 
handicapped Sn He found it to help increase muscular 
strength and joint motion and to restore physical function. 
He also noted that such a performance was useful for personal 
adjustment, social interaction and social development. 

Therapeutic use of music in the treatment of the aged 
has been made by alex न n He found that assignment 
of a rhythm instrument to each patient onthe basis of his 
physical needs and preferences helped to relieve some of 
the stiffness of arthritis, encouraged muscular movements and 
led to personal satisfaction. Ear training provided exercises 
to improve the patient's memory and concentration. Mental 
and physical stimulation could be Provided by playing the 
electronic organ. He also made use of group song therapy 
which enabled the patients to analyze the lyrics of 
selected songs and indirectlito verbalize their anxieties 
and hostieities. i 

There are varieus studies stating the therapeutic 
usr of music for mentally retarded individuals. Miller 
combined poems with music and treatment was continued for 
a number oí क Ihe following improvements were noted: 

1) Considerable improvement in speech rate and director; 
2) Undeniable therapeutic outlet; 3) Improved poise; 


a um esponsibility and initiative; 
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5) Improved dexterity, freedom of movement and sense of 


rhythm; and 6) Increased opportunity for learning social 
information and developing a better vocabulary. 
Wendelin emphasized the need for music education 
programmes in institutions for the mentally कग A 
Lathrom used music therapy with institutionalized retarded 
children and adolescents. He found the chanze in adaptive 
behaviour in the areas like socialization, strenge पी; 
of eompulsive defenses, and general level of stimulatbn. 
Viscott has described a case of musical idiot 
savant. The patient was a 40 year old woman who became 
mentally retarded after she met with an accident.  Subse- 


quent teaching by her mother made her able to give the - 


day of the week for any date between 1920-1970 with 954 
accuracy and to identify almost any major work of symphonic 
music with key, opus number, and vital sketches about the 
Composer. She had a sense of absolute pitch, could play 
piano and violin, and could change keys in the middle of a | 
piece without losing a beat. She was able to play a 
melody in the style of. any given composer. although 
she was not able to think abstractiy in other areas, in 
the area of music she performed abstractions difficult 
for a serious music student. A 

Zanker and Glatt have studied the ह of music 
on goups of alchoholic and neurotic p Ihey conclude 
that patients expesed to music as an adjunct to psychotherapy 
should be closen on the basis of common musical interest 
rather than a common psyehiatric diagnosis. They also f ound ~ 
that an artists personality is of majour importance in A 
Contacting patients. In another study they aim {ni stered CR 
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responses in धन but with greater frequency in the 
neurotic d. j 

Music has been used combinedly with other therapies 
or separately in the treatment of schizophrenics. The 
notable Indian study is from the National Institute of Mental 
health, Bangalore. Group discussion technique sand nùsic 
were used for two male groups and a female group of schi zop- 
hrenics. Murthy and Satyavathi found improvement in the 
adjustment of ts. In their other study they used 
group activity which included bhajans, group games, dramas, 
music competition, sports and othei entertainment programmes. 
Group activity was conducted regularly for few months. They 
reported improvement in the mental illness of the कि a 

An imprortant study 1s concerned with the improvement 
of a catatonic patient.  Ishiyama reported thai the catatonic 
woman responded with S eonte ant changes in eye blinkings 
to the mother-love of ys जी Eventually, she became 
verbally communicative with the therepist. | 

Music as an adjunctive therapeutic aid has been 
used by ‘some investigators in case of brain-dumaged patients. 
Fields treated 28 severely disabled adult brain-damaged 
patients. — His observation was that 4 failed to :spond 
while the other 24 increased their capacity for purposeful. 
movement. He states that prior to the use-of music therapy 
three factors should be taken into accounts 1) Knowledge of 
the pathology and prognosis for improvement of the patient; 
2) Knowledge of the components of music and ancillary 


disciplines that can be manipulated to maet specific problems 
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A piloto. Sit dao oversmyeqs reno देवी Proustia r av and 
r A m. ried out In October,1975 


ya arae > 0 70200 ties were carı Mayamalaraganla cby nenrotics were carrie 
22:27 BOS rovc inet Inetituto. 


^t 
and 3) Cooperation*of the treatment team. = in 


motor coordination among 24 of the 28 patients treated 
suggest the value of using music as an adjunct in medical 
treatment. 

Welgl used music as an adjunctive therapy inthe train- 
ing of children with cerebral "V He treated 22 children 
of cerebral palsy of age 44 to 11 years and found varying 
degree of physical improvement among them, 

Music therapy though in an adjuctive form is useful 
for number of reasons. 1) Through music patients can 
indirectly verbalize their anxieties and hostilities, Music 
Can stir up deep latent conflicts and lead them in the 
direction of resolutions The experiences with music are 
said to include the release of energy, keeping the individual 
occupied and easing tension. 2) Musical therapy is useful | 
for discovering the musical tajents among patients for 
Vocational purposes.  Schoenberger maintains that both group | 
and individual forms of music therapyccan be used for 


24 
rehabilitation process. 3) According to Podolsky, music 


————— 


therapy, besides its therapeutis use, is useful to lessen 
the management problems for all types of hospitalized mental 
Bie Bote 4) Pefformance an a musical instrument may serve 
to improve muscular हर den and lead to 89380 poino and 
self-confidence. 5) Music therapy provides a sense of 
accompli shment ana develops group consciousness and a feeling 
of belonging through participation in band, orchestra, 
chorus, etc. 6) It is useful for patients who do not trust 


! 26 = 
words as a medium of communication. 3 


The a a A are that it is- 


-cooperative or 


not useful for those who are non 


a I ul 


from reality. It also becomes ineffective for those who 
lack in musical appreciation. 

Though I have discussed Various uses of music therapy, 
‘I may draw attention to the statement of podolsky who has 
aptly described the present status of music therapyr He 
states that it is still in its infancy and the e xverimental 
stage; and further adds that there is still a great ‘eal 
to te done before music ag therapy cin be established on 


27 
firm ground. 
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